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Abstract 
This thesis examines how the nation and nationalist thought are represented and 
transgressed in the short stories of James Joyce and Lu Xun. Texts studied in this 
thesis include Dubliners by Joyce, and Call to Arms and Wandering by Lu Xun. All 
the stories were published between 1914 and 1926, presenting vivid images of Ireland 
and China at the turn of the twentieth century. In order to "write a chapter of the 
moral history of [his] country" and to destroy the "iron house", both writers create 
negative images of the life in their homeland. At the same time, they are rather 
suspicious of the standards set by the imperial powers and their influences, keeping a 
critical distance from those who advocated the "global standards" set by the imperial 
powers. Another remarkable similarity between Joyce and Lu Xun is that they leave 
gaps, ambiguities, and conflicting messages in their writings, which serve as a power 
of critique and questioning. 
The introduction briefly summarizes the concepts of nation, nationalism and the 
dilemmas in the nationalist thought, providing a theoretical framework for the later 
analyses. Key theorists that are discussed in the introduction include Benedict 
Anderson, Homi Bhabha, Partha Chatterjee，Fredric Jameson and Edward Said. The 
first chapter also offers basic information on the two writers and the major discussions 
on their nationalist stance. 
The three chapters in the main body present respectively the three dimensions of 
the issue: the self-image of the nation, the imperial nations as the alluring other, and 
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the space of language in literature. Chapter two explores the plight of the "living 
dead" in the stories, showing how the homeland is haunted by death and insanity. It 
also investigates the historical and theoretical backgrounds of the national identity in 
negativity. Chapter three demonstrates Joyce and Lu Xun's doubts towards the 
cultural and ideological influences from the imperial powers, which present 
themselves not only in the form of political entities in Western Europe and Northern 
America, but also as an imaginary entity that represents Reason, Progress, and 
Modernity. For them, the lure of the foreign nation is only an illusion. Chapter 
four analyzes these two writers' disillusionment with the political revolutions and how 
their literary creations become an alternative salvation. 
The last chapter supplements the above discussions with a look into the 
development of Joyce and Lu Xun after the short stories. The conclusion also looks 
into three other important questions: the identity of being an actual or metaphorical 
exile and its significance in the role of the writer as an intellectual in the 
(semi)colonial context, and the difference and interaction between literature and 
politics. By showing the critical consciousness of Joyce and Lu Xun, the thesis 
attempts to demonstrate how literature exhibits nationalism as dilemma and turns that 
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Chapter 1 Introduction 
The idea of nation has been extremely important in discussions of colonialism 
and in what we call post-colonial studies. This concept and many other words that 
are closely related to it, such as nation-state, nationality and nationalism, are very 
difficult to define. It is so not only because endless work has been done by scholars 
and critics to define the terms, but also because they have long been adopted into the 
common language without fixed meanings, and they are able to arouse strong 
emotions in people across the world so much so that intense social movements and 
even military actions have been conducted in their names. Yet since these notions 
are almost indispensable when we try to position many literary texts in the modern 
world, especially in my comparative study of Joyce and Lu Xun, even a crude 
differentiation of the terms is very necessary and helpful before turning into specific 
theoretical discussions and textual analysis. 
In the OED, the word "nation" carries many definitions, among which the idea 
of nation as "a distinct race or people ... occupying a definite territory" comes as the 
core one. "Nation-state" refers to a particular kind of sovereign entity, which is 
associated with the sense of "government and constitution". Nationality commonly 
describes a relationship between an individual and his / her state and community, e.g. 
a legal membership and a cultural association. And the concept of nationalism 
refers roughly to an ideology, mentality, or the political movements supported by this 
ideology. In this sense, nationalism can be taken as a set of understandings of the 
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nation-state, international relations, and individual-community relations, as well as a 
stance in action following those understandings. 
Surely these definitions are far from enough for us to understand how literary 
texts can be placed against a tangible reality of the modern world, in which 
nationalism seems to be associated in one way or another with almost all influential 
political events. To look into the territory where these terms are not or cannot be 
that well-defined, however, might be even more informative and illuminating than 
looking for "better" abstractions. Therefore, I'd like to go through some major 
theories on the idea of nation and on nationalism as a problem in the first part of this 
introduction. Next come the basic information of James Joyce and Lu Xun and 
their comparability. The third part of the introduction turns to two curiously 
paradoxical readings, namely "critical nationalism" in Joyce and "ironical 
nationalism" in Lu Xun, and discusses the potentials of reading these two great 
masters of modern fiction against a framework of colonialism and nationalism. 
1. Nation and nationalism: problems and dilemmas 
In his influential work Imagined Communities: Reflections on the Origin and 
Spread of Nationalism, Benedict Anderson opens his argument by admitting that it is 
"notoriously difficult to define, let alone to analyze" terms like nation, nationality, 
and nationalism (3). Anderson picks up three major paradoxical characteristics in 
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this group of concepts, namely the "objective modernity of nations to the historian's 
eye vs. their subjective antiquity in the eyes of nationalists", the "formal universality 
of nationality as a socio-cultural concept", and the "'political' power of nationalisms 
vs. their philosophical poverty and even incoherence" (5). Regarding nationalism 
more as an anthropological phenomenon, Anderson believes that the idea of one's 
national consciousness is basically social and cultural, though there is (dangerously) 
a potential link to political power in play. He defines nation as "an imagined 
political community - and imagined as both inherently limited and sovereign" (6). 
Unlike some theorists before him, Anderson emphasizes the ways in which the 
communities are imagined rather than are fabricated or invented. And in the later 
chapters, he further asserts that "much the most important thing about language is its 
capacity for generating imagined communities, building in effect particular 
solidarities" (133) and that "the nation was conceived in language, not in blood" 
(145). Such definitions have paved the way for many later researches on 
nationalism. Since Anderson's definitions suggest the crucial role of language in 
the process of the imagination of the nation, more and more scholars, such as Homi 
Bhabha, attempt to look into the discourse of the nation as narration through the 
mediation of language. But Anderson stresses the function of printing industry as a 
material preparation for the imagined community, whereas Bhabha pays more 
attention to the sense-making process of narration. To explain what he means by 
"narrating the nation", Bhabha writes, 
The scraps, patches and rags of daily life must be repeatedly turned into 
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the signs of a coherent national culture, while the very act of the narrative 
performance interpellates a growing circle of national subjects. In the 
production of the nation as narration there is a split between the continuist, 
accumulative temporality of the pedagogical, and the repetitious, 
recursive strategy of the performative. It is through this process of 
splitting that the conceptual ambivalence of modern society becomes the 
site of writing the nation. {The Location of Culture, 209) 
Though he takes a highly post-structuralist approach, which is very different from 
that of Anderson, Bhabha's description can be crudely regarded as a dynamic 
supplement to Anderson's idea of how a shared community is imagined within 
limited boundaries through language. 
In fact, the significance of narrative is one of the central concepts in 
contemporary cultural and literal theories. Another important theorist Fredric 
Jameson, influenced by Lacan's theory of subject formation and taking the Marxist 
perspective, notes in The Political Unconsciousness that, the world is inaccessible to 
us except in narrative form (13). Thus the nation-state is just part of the "external 
reality" that is narrated through language. And he describes the emergence of 
national consciousness as a process in which "the telling of the individual story and 
the individual experience cannot but ultimately involve the whole laborious telling 
of the collectivity itself ("Third-world Literature", 69)'. Here emerges another 
‘ T h e so-called Third World is a concept from the Cold War discourse，referring to the "underdeveloped" 
countries, mostly former colonies of Western nations. The term is highly controversial since it labels literature 
according to the economic level of the nation, and carries a strong sense of ideological assumptions. Yet the 
economic and political implications fit nicely with Jameson's Marxist framework in which those implications are 
vital aspects of the external reality that literature symbolizes for Jameson. 
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element in discussions on nation and nationalism: the relations between the 
individual and the nation-state. If we follow the logic of Jameson, we can see that 
individuality and the national consciousness are connected through the narrative 
performance of language. But Jameson has found more than a parallastic relation 
between the two. Again in The Political Unconsciousness, he describes how the 
telling-story is a double process: it symbolizes the Real and represses it at the same 
time (107). Therefore, the "official history" of the nation is the result of such a 
repressing symbolization, and narrative as it constitutes the national identity is 
constructive and hegemonic. 
Many other issues in the discussions on nation and nationalism involve the 
cultural history of international relations. Anderson discusses in Imagined 
Communities how the European national histories were brought into the colonized 
areas in the process of nationalism's spread. In waves of official nationalism, 
which was started mostly by the dynast in the colony in order to resist the European 
imperialism, and with the help of bilingual intelligentsias and Europeanized 
school-system, the models of nationalism and nation-state in the nineteenth-century 
Europe became accessible in the colonial territories.' 
However, for John Plamenatz and Partha Chatterjee, this is only a small part of 
the "global standards" that the former-colonies have taken from the imperialist 
colonizers. Chatterjee borrows the idea from Plamenatz and takes it as one of the 
starting points in his famous essay "Nationalism as a Problem in the History of 
2 See Chapter 6 "Official Nationalism and Imperialism" and Chapter 7 "The Last Wave" in Imagined 
Communities. 
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Political Ideas", which serves as the introduction chapter in his book National 
Thought and the Colonial World (2). Here we need to be aware in the first place 
that there is no monocular model of nationalism. And for Plamenatz and Chatterjee, 
there are at least two types of nationalism: "western" nationalism and "eastern" 
nationalism. The former refers to the phenomena in the countries in Western 
Europe other than France and Britain, and the latter can be found in Eastern Europe, 
Asia, Africa, and Latin America ("Nationalism as a Problem", 1). Unlike 
Anderson's calm retrospect of the origins and spread of nationalism, Chatterjee's 
work includes plenty of fierce debates from both western and non-western scholars, 
and the concept of the modern nation in these debates seems to be more of a political 
discourse of power than of a cultural phenomenon. 
According to Plamenatz, both types of nationalism measure their native cultures 
against a set of "global standards" that have been established by Britain and France 
alongside the process of industrialization and colonization. And nations in both 
groups face a disadvantageous situation. But for the nations in Western Europe, 
Plamenatz argues, though they were temporarily "backward", they were already 
"culturally equipped" to catch up with the more advanced nations, and these 
countries joined the western powers later (qtd. in Chatterjee, 1). Whereas in the 
other group, there is an awareness that the standards are from alien cultures, and 
their own cultural heritage is not adequate for them to reach the standards. 
Therefore, in the case of this "eastern" nationalism, Plamenatz sees double 
rejections: 
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rejection of the alien intruder and dominator who is nevertheless to be 
imitated and surpassed by his own standards, and rejection of ancestral 
ways which are seen as obstacles to progress and yet also cherished as 
marks of identity, (qtd. in Chatterjee, 2). 
Chatterjee develops Plamenatz's argument by asserting that the nationalist 
dilemma is actually a liberal-rationalist dilemma, so that it can never be reconciled 
within the liberal-rationalist framework. Chatterjee also suggests that "rationality 
is relative" (13) and the liberal rationality that is promoted by the standards of 
France and Britain ever since the Enlightenment and is only one type of rationality. 
Even the self-other dichotomy is considered by Chatterjee as an integral part of 
liberal rationality, which can be and should be questioned and challenged. 
It is basically for the reason of the innate contradictions that Chatterjee remains 
skeptical even in view of the triumph of national independence: 
The political success of nationalism in ending colonial rule does not 
signify a true resolution of the contradictions between the problematic 
and thematic of nationalist thought. Rather, there is a forced closure of 
possibilities, a 'blocked dialectic'; in other words, a false resolution 
which carries the marks of its own fragility. (169) 
To put it in another way, the contradictions and dilemma in nationalist thought are 
not to be masked and repressed. Instead, to acknowledge their inevitability should 
be the first step to turn this thought into a more constructive power. 
These premises are somewhat similar to elements of industrial modernity that 
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Homi Bhabha sees in the concept of nation and nationalism. He summarizes in his 
introduction to Nation and Narration the "justification of modernity—progress, 
homogeneity, cultural organicism, the deep nation, the long past" (4). What 
Bhabha attempts to do is to "displace the historicism" with "the temporal dimension" 
for the purpose of showing the nation "as the measures of the liminality of cultural 
modernity", a notion that also bears ambivalence and in-betweenness (The Location 
of Culture, 201). 
The picture of theories on nation and nationalism we have mapped out so far 
can be roughly considered as a double-sided illustration. On the one hand, the 
becoming of the idea of the nation is a cultural phenomenon in which modern 
technology has reached a certain point when individual experience in daily life can 
be shared by a large group of people within limited boundaries through imagination, 
thus a sense of belonging and even comradeship are aroused, though it is impossible 
for these people to really know each other in person. On the other hand, the 
pictures are also disturbing with ambivalence and contradictions that come from the 
unsettled connotation of nationness, the split between a homogeneous surface of the 
official pedagogy and the heterogeneity of the identifications underneath, and the 
dilemma between the resistance to the imperial and colonial ideology of progress 
and the conception of modernity that is already incorporated in the discourse of 
nationalism. We should ask then, what could be the alternative of the "forced 
closure" or repression of the contradictions, and what will ultimately come out if we 
take the nationalist strategy to specific examples of literature. 
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In his reading of the poetry of W. B. Yeats, Edward Said, another influential 
scholar in post-colonial studies, defines nationalism as a word that "still serves quite 
adequately to identify the mobilizing force that coalesced into resistance against 
alien and occupying empire on the part of peoples possessing a common history, 
religion, and language", but he also admits that nationalism is still "a deeply 
problematic ideological, as well as sociopolitical, enterprise" ("Yeats and 
Decolonization", 74). Said gives a much more severe observation of the limitations 
and innate contradictions in nationalism, 
[The] bourgeoisies in effect have often replaced the colonial force with a 
new class-based and ultimately exploitative force; instead of liberation 
after decolonization one simply gets the old colonial structures replicated 
in new national terms. (74) 
Here we see the dilemma in the "eastern" nationalism that has been perceived by 
Plamenatz again. And for Said, the dilemma becomes a failure in those nationalist 
actions. But he does not deny the greatness of Yeats for that reason. Interestingly, 
for Said, Yeats's poetry is a brilliant showcase of the poet's artistic power as well as 
the limitations of the nationalism, and perhaps even of the possibilities of going 
beyond these limitations. And he agrees with Seamus Deane that Yeats's "willful 
mysticism and incoherence do embody a revolutionary potential" (81). The 
strategy of reading certain literary works with considerations of national thought is, 
therefore, offering a reference system in which aesthetic problems might be found 
with ideological and cultural origins and the writer will be better situated in his / her 
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colonial or post-colonial experience. 
2. James Joyce and Lu Xun 
Both living at the turn of the twentieth century, James Joyce and Lu Xun are 
among the greatest literary figures in their native countries and in the world. 
Though it is well recognized that they have never known each other in person, nor 
has there been any solid evidence showing direct influence between the two, many 
connections and similarities can still be detected in them. Both their literary works 
have been so often associated with the image of the native country, for professional 
critics as well as for common readers. And they have made some of the most 
significant nationalist statements: in his autobiographical novel A Portrait of the 
Artist as a Young Man, Joyce reveals how the Irish identity of Stephen Dedalus 
arouses passionate impulses in him, and how the social confinement he saw and 
experienced finally drove him away from Ireland with the determination "to forge in 
the smithy of my soul the uncreated conscience of my race" (277) ； in a famous 
classical poem he wrote in his early twenties, Lu Xun promised to "take [his] blood 
and offer it up / to Xuanyuan (the Yellow Emperor)".' And nearly two decades 
later, in "Preface to Call to Anns", Lu Xun recounts how a slide show he saw in 
Japan urged him to give up medical science and to "promote a literary movement" in 
order to "change [Chinese people's] spirit" (SW, 35). 
The poem was inscribed to his photograph taken in Japan when he cut off his queue. The English translation is 
taken from W. J. F. Jenner's translation in Lu Xun: Selected Poems (Beijing: Foreign Languages Press, 1982) 31. 
The poem was first published in Addition to the Addenda Collection (Jiwai ii shiyi). Complete Works of Lu Xun 
(Lu Xun quonii). vol.7. 1938. 
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They have indeed lived up to their words and produced powerful 
representations of their nation and countrymen in various forms of literary creation. 
Lu Xun, for instance, created some of the most significant literary archetypes of 
Chinese national character. Ah Q, the protagonist of his story "The True Story of 
Ah Q" {Ah Q zhengzhuan), represents the "backward" and repulsive qualities in 
Chinese people that Lu Xun called to reform. Ah Q is a small potato from the 
lower class, and is most well-known for his "spiritual victory", a way he convinces 
himself that he is spiritually superior to others whenever he is humiliated. The man 
cringes to everyone that is richer and more powerful than him, and takes every 
chance to bully those beneath him, showing the vileness in the suppressive society. 
And his "spiritual victory" represents the self-deception and escapism in the Chinese 
national character that Lu Xun perceives in his age. By telling the story with such a 
negative picture, Lu Xun satirizes the "illness" in Chinese character. Similarly, his 
"A Madman's Diary" {Kuangren riji) uses the metaphor of cannibalism to suggest 
the negative side of the national character. And his Kong Yiji became a symbol of 
the outdated systems in Qing dynasty, while the unfortunate Xianglin's Wife 
represents the suffering people at the bottom of society. All these archetypical 
characters and metaphors criticize the nation as a whole and have won the writer the 
reputation of the nation's "spiritual doctor". In addition, Lu Xun actively 
participated in the May Fourth Movement and many social movements afterwards 
not only as a writer, but also as a translator, editor, and social critic. He was even 
one of the founders of the China League of Left-Wing Writers. His concerns for 
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the nation went through his whole life and literary career. But on the other hand, 
Lu Xun was very different from many fervent nationalists with his cautiousness, 
skepticism and distance whenever real politics was involved. And he was 
extremely critical of the preservation of so-called "national essences" (Guocui). He 
once even encouraged young people to discard Chinese books and read only the 
foreign ones. A label of nationalist can hardly define Lu Xun's position. 
The ambivalence in the case of James Joyce is more obvious. As an Irishman, 
Joyce rejected his nation quite early in his life, which was famously expressed 
through the voice of Stephen Dedalus, and never returned to his homeland after 1912. 
As a writer, he refused to join any nationalist groups, neither was he willing to 
engage in the Irish Literary Revival. The patriotism and provincialism he found in 
some "nationalist" literature were rejected as merely "illustrative of the national 
temper" without much artistic achievement/ Like Stephen, he has made his 
decision as a young man that the artistic independence has priority over his national 
identity. But on the other hand, in spite of his voluntary exile, Joyce always and 
only wrote about life in Dublin throughout his literary career. The national identity 
does not only provide him with rich source of subject matters, stories, characters and 
settings, but also serves as a constituent element of his mental landscape in his 
development. In fact, Joyce expressed an intense national feeling as early as in 
1903 in his review of Lady Gregory's Poets and Dreamers and later extended it into 
his defence for his native land in the articles in the Piccolo della Sera and in the 
4 "An Irish Poet", The Critical Writings of James Joyce. 84-7. 
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Trieste lectures. And according to Eric Bulson, when he was employed as a 
journalist in from 1907 to 1912, Joyce "was regularly annoyed by the 
misrepresentation of Ireland in the British and European press and believed that his 
occasional newspaper articles were modest attempts to correct it" (The Cambridge 
Introcution, 22). To some extent, one can argue that Joyce's anatomical criticism of 
Ireland and defence of it were paradoxically helping the nation. 
These two writers have received quite different critical receptions. Before his 
death in 1941, Ezra Pound and T. S. Eliot set Joyce as "an avant-garde, cosmopolitan 
artist" that was “distinctly modern" (Bulson, 110). Together with Pound and Eliot, 
Joyce was received by most of his readers at that time as a figure of high modernism, 
who is literally and conceptually beyond common access. And the living 
experience Joyce depicted in his works was source materials rather than a material 
mediation in which the universal human condition in the modern age can be 
represented. Pound even asserted that, 
Erase the local names and a few specifically local allusions, and a few 
historic events of the past, and substitute a few different local names, 
allusions and events, and these stories could be retold of any town. (qtd. 
in Nolan. James Joyce and Nationalism, 4) 
Another influential critic of Joyce, Harry Levin similarly set Joyce as a universal 
humanist. And his successors Hugh Kenner and Richard Ellmann continued this 
"Europeanization" of Joyce (Bulson, 114). These apolitical readings of Joyce had 
dominated the academic circle until the poststructuralist and feminist interpretations 
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came in 1960，s. In 1990's, there was a general repoliticization of Joyce, and the 
Irishness Joyce displayed in all his writings started to be examined with theories of 
postcolonialism and cultural studies. 
Lu Xun, on the other hand, has experienced a shift of critical reception in his 
native country in quite the opposite direction. When he died from tuberculosis in 
1936, he had a much more spectacular funeral than Joyce's. Many influential 
figures like Madame Sun Yat-sen and Hu Shi were present, and the writer's body 
was covered by a flag inscribed "National Soul，，.5 And he has been praised and 
deified by the official discourse of Chinese government ever since Mao Zedong's 
unreserved compliment four years after his death. Some of his works have been 
selected by the government as compulsory readings in school curricula for 
generations. It is thus not so surprising that the revolutionary and nationalist 
readings of Lu Xun had dominated both academic and popular reception of him in 
Mainland China for decades. (And for the conceivable reason, this "revolutionary" 
writer was banned in Taiwan for long.) The deification of Lu Xun has finally been 
challenged after the Cultural Revolution, and some scholars started researching on 
aspects that are not so "revolutionary" or progressive in his writings, such as the 
dark images, traces of nihilism, sense of tragedy and the conflicting messages. 
People gradually came to question the heroic status of Lu Xun as a "revolutionary 
leader", and came back to explore the texts themselves. Two representatives of 
revisiting Lu Xun can be Wang Hui's study on how Lu Xun resisted despair (1990) 
5 Cao Juren. A Critical Biography of Lu Xun (Lu Xun ninszhuan) (Shanghai: Fudan University Press, 2006) 
368-75. 
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and Wang Xiaoming's biography A Life that Cannot be Faced Directly: a Biography 
of Lu Xun (1992). The paradoxical and ambivalent side of his life and literary 
creation is much better acknowledged nowadays, and the political reading is no 
longer the only reading strategy for Lu Xun in Chinese academia. 
The picture of Lu Xun's critical reception overseas is quite different. The 
complexity of Lu Xun's intellectual and psychological landscape has been stressed 
for much longer time in overseas Sinologist studies than in China. Hsia Tsi-an and 
his brother Hsia Chih-tsing looked into the artistic structures, inner contradictions 
and struggles of Lu Xun with textual scrutiny. Lin Yiisheng brought the 
contradiction between tradition and anti-tradition he found in Lu Xun into the 
intellectual history of early modern China in The Crisis of Chinese Consciousness 
(1979). The Czech scholar Jaroslav Pru sek examined the sociopolitical factors and 
found Lu Xun's inheritance of Chinese classical literature regardless of his claimed 
imitation of the western literature. And for the Japanese intellectual Yoshimi 
Takeuchi, Lu Xun's despair, self-critique and the impossibility to rationally theorize 
his thoughts form a particular model that can resist western ideologies in the Asian 
context. (In fact, there are perhaps no less research works on Lu Xun in Japan than 
in China, many of which associate Lu Xun's thoughts closely with the colonial and 
imperial history of Japan. Takeuchi's notion of "overcome by modernity" is one of 
the possible approaches Japanese intellectuals have raised to resist the West.^) 
Aesthetically or socio-politically focalizing, these studies generally agree that the 
6 Takeuchi, Yoshimi. What Is Modernity? Writings of Takeuchi Yoshimi Tr. Richard Calichman. (New York: 
Columbia University Press, 2005). 
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literary creation of Lu Xun is not simple and straightforward at all and the presumed 
certainty of his thoughts is a false conception. 
Then how to reconcile the ambivalence and contradictions in these two writers, 
or should we do so at all? And if they are different from those who advocate "the 
national essences" or national revival, where should we place them, and what 
legacies their life and literary works have left for the reader? Also, what can we 
learn about nationalism and colonial situations from reading them side by side? 
3. Critical / ironical nationalism? 
As I have briefed in the previous part, many contemporary critics explore the 
political dimension in James Joyce with great efforts, and some of them have come 
to propose Joyce as an alternative nationalist. For instance, Emer Nolan suggests 
that Joyce's internationalization or Europeanization of Ireland is actually a 
decolonizing and nationalist action. And Enda Duffy attempts to argue that during 
his exile in Trieste, Zurich and Paris, Joyce was still attending intimately the social 
and political events in Ireland. Following Frantz Fanon and David Lloyd, 
Chae-Pyong Song interprets Joyce's parallel presentations of "a culturally specific 
modernism" and "Hibernicization" of his European experience in a comparative 
study of Joyce, O'Brien and Rushdie as creating a critical nationalism that reconciles 
between "the particular and the universal" {Re-narrating the Nation at 
16 
(Post)Colonial Moments, 100-7). As for Lu Xun, Paul B. Foster raises the notion 
of "ironical nationalism" in his book-length study on Lu Xun's "The True Story of 
Ah Q": “Ironic nationalism is the idea that Chinese thinkers like Lu Xun and Liang 
Qichao participated in the nation building effort during the late Qing and early 
Republican era by way of their negative critiques of Chinese national character", and 
it is "a paradoxical product of the historical status of literati and literature in Chinese 
culture" (19-20; emphasis original). 
These two nationalisms sound a bit similar, but they concentrate on different 
aspects. Song's “critical nationalism" is critical of the traditional versions of 
nationalism, the kind of nationalism that we tend to mean in common language. By 
showing how Joyce is transgressive in his treatment of what is Irish and what is 
international, Song suggests that Joyce's critical consciousness somehow moves 
beyond the limitations of the national thought. Foster's study on Ah Q, on the other 
hand, emphasizes the cultural and historical context in which Ah Q was created as a 
negative archetype of national character and later contributed positively to the 
national construction in its critical reception. The former study focuses on the 
effects of Joyce's writings upon nationalism and the latter refers to the approach of 
Lu Xun's nationalist effort. In other words, "critical nationalism" in Joyce refers to 
how reading Joyce sheds light upon the limitations of nationalism, while "ironical 
nationalism" regards Lu Xun's writing as a particular type of nationalism. 
But the immediate similarity in the phrasing of these two readings that connect 
the writer with nationalism in a twisted fashion can somehow suggest the following 
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three things. Firstly, such a paradoxical dimension reminds us of the dilemma and 
contradictions in nationalism itself. The curiously paradoxical "critical 
nationalism" and "ironical nationalism" might partly be a fruit of a more 
fundamental paradox in nationalism. Secondly, these terminologies exemplify in 
some sense the complexity of the colonialism and anti-colonial efforts in Ireland and 
China. Thirdly, this crude comparison suggests the possibility of turning negative 
literary representation into constructive efforts in both writers. In fact, how exactly 
they did so remains one major task of my thesis. 
Up to this point, the discussion requires a brief note on my adoption of 
“(semi)colonial，，in the title, which will be further explored in chapter two. In 
terms of official political status, Ireland had been a British colony for over eight 
hundred years, whereas China at the turn of the century was not a formal colony, but 
was simultaneously colonized by a group of imperial powers, that collaborated and 
competed with each other. And there were also native feudal powers partly in 
control. Thus Ireland was officially a colonial context and China was officially a 
semicolonial one. But the reality was, as in most cases, far more complicated than 
the categorizations. After all, how can we precisely quantify the extent of 
colonization, which is not only military, geographical and economical, but also 
highly cultural? For one thing, the "semicolonial" situation can be even worse than 
the officially colonial one in reality, as in the case of ChinaJ For another, the 
presumed colony can be rather different from our expectations, and the boundary 
7 Shih Shu-mei has developed a theory of Chinese semicolonialism, which "registered a set of cultural politics 
and practices different from formal colonialism". See The Lure of the Modern : Writing Modernism in 
Semicolonial China. 1917-1937 (Berkeley: University of California Press, 2001) xi. 
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between the colony and colonizer might be disturbingly blurry, as the discussions on 
the semicoloniality of Ireland show us. My point is that to define Irish and Chinese 
contexts deliberately as (semi)colonial, I hope to embrace both two highly 
complicated cases without losing the nuances in different terminologies. 
This thesis examines the ways in which the nation and nationalist thought are 
narratively represented and transgressed in the short stories of James Joyce and Lu 
Xun. Chapter two will discuss how these two writers expose and criticize the 
social ills in their native country and present them as part of the national identity. 
Chapter three will concentrate on Joyce and Lu Xun's doubts towards the imperial 
powers as an imaginary entity, especially the ideology of modernity and universal 
humanism, through the international and interpersonal relationships in the stories. 
The next chapter will point to the heterogeneity and ambiguity in the two writers, 
attempting to connect these features with the inner dilemmas of national thought and 
(semi)colonial contexts and to see if they are positive in any sense. And the last 
chapter will summarize the whole argument with supplementary discussion on their 
works after the short stories. In the conclusion, I'd like to look into the role of the 
intellectual in colonial and postcolonial contexts as well. 
The object of my comparison in this study will mainly be the following three 
collections of short stories: Call to Anns and Wandering by Lu Xun, and Dubliners 
by James Joyce. There are basically two reasons for such a choice: firstly, for a 
thesis of this length, to include all the major works of the two writers will probably 
result in a superficial list of enumerations; secondly, the short stories by Joyce and 
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Lu Xun bear rather considerable similarities in their characterization, themes and 
motifs, mingled style of realism and symbolism, and the subtle implications of 
uncertainties and ambivalence, whereas their later works are remarkably disparate. 
Throughout my reading of Joyce and Lu Xun, their complicated visions bear 
out in some instances what the contemporary criticism in postcolonial studies has 
achieved, and in others raise important questions to it. In this regard, the 
comparison can somehow supplement those theories, showing both their limitations 
and potentials in a world that does not conform neatly to abstract theory. And it 
might help us readers to better understand the intricacy of the nationalist thought and 
the peculiarity and complexity of the situations in Ireland and China, where 
nationalism is almost an indispensable issue in any serious discussions on social or 
historical problems. Just as Edward Said's reading of W.B. Yeats does, I hope to 
demonstrate in my study that Joyce and Lu Xun are both nationalist in some sense, 
and beyond nationalism, and that the problems and dilemmas can be a great source 
of artistic creation. In addition, by connecting the researches of the Indian 
Subaltern Studies group with Benedict Anderson's anthropological approach, this 
thesis attempts to highlight the imperial elements in nationalism. And by starting 
from the self-other dichotomy, the thesis uses, explores, and might ultimately moves 
beyond such a polarization. 
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Chapter 2 Home and Homeland 
In 1905 when he wrote to the English publisher, Grant Richards, to present his 
second book Dubliners，Joyce believed that he was the first writer to "present 
Dublin to the world", and the identity of being a Dubliner has distinctive meanings 
for him (SL, 78-9). Yet the image of the people of Dublin in Joyce's book is far 
from a glamorous picture. In fact, Joyce claimed hoping that "the special odour of 
corruption ... floats over [his] stories" (SL, 79). And in his negotiation with 
Richards a year later, when Joyce proposed to include two other stories "A Little 
Cloud" and "Two Gallants", he famously explained his considerations, "My 
intention was to write a chapter of the moral history of my country and I chose 
Dublin for the scene because that city seemed to me the centre of paralysis" (SL, 83). 
Lu Xun was much less confident than Joyce in his own contributions when he wrote 
his first vernacular stories.^ For him, China in the Republican era was an "iron 
house having not a single window and virtually indestructible" (SW, 37). 
This is how they claim. Since nationalism is at first a set of understandings of 
the nation, my comparative reading of Joyce and Lu Xun starts from how these two 
writers perceive their motherland and what kind of representations they have 
produced with those understandings. In this chapter, I'd like to discuss what their 
stories have in common most generally — the negative self-image of the homeland. 
The shared space within the national boundaries in their representations is associated 
** Joyce's first book was Chamber Music, a collection of poems published in 1907. 
9 Lu Xun wrote his first short story "Remembering the Past" (Huaijiu) in classical Chinese in 1911, which was 
also his only fictional writing in classical Chinese. 
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with sorrows and shame instead of with glorious traditions, and the imagined 
community is more a confinement than a homeland. And as a supplement, 
questions about the origin and the historical background of the negative 
representations will be asked in the second part of this chapter. 
1. Haunting death and insanity 
In the first place, the city of Dublin and the communities in Lu Xun's stories are 
similarly permeated by a sense of death and insanity. "The Sisters", the opening 
story in Dubliners, starts with a comment on the death of Father Flynn: "There was 
no hope for him this time" (D, 1). The story is about the dead priest, who is 
suspected to have unstable mental condition ever since he broke a chalice. The 
puzzle of his being "queer" and "uncanny" is never solved in the story (1)，yet the 
link between his misbehavior in the religious ritual and his paralysis underpins the 
whole story, suggesting a gradual slide into death long before his body really 
malfunctions. In fact, the story impresses the reader as if his death started from the 
very night when Father Flynn sat in his confession-box "laughing-like softly to 
himself (10)，as described in his sister Eliza's recollection of him that ends the story. 
Therefore, his death is by no means "a beautiful death" as his sisters assert (7), but is 
evidently fearful and mysterious, evoking all thoughts and questions about the 
massive system of the Church Father Flynn has served in. 
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As the energy of life in the priest has faded long ago, however, he seems to be 
still present among the living characters. Thus, the story is also about the living 
people that are related to the dead with two of whom actually entitling the story, and 
about how they are dealing with death. The young narrator has a long relationship 
with the priest, in which he has learnt a great deal and perhaps even with some 
enjoyment. But what the boy experiences after hearing the news of the priest's 
death is more complicated than sorrow and grief. When Father Flynn finally died, 
the word "paralysis" immediately sounded to the boy "maleficent and sinful" (1). 
Yet the description afterwards is highly intriguing when the narrator acknowledges 
that though the word frightens him, it somehow also makes him "[long] to be nearer 
to it and to look upon its deadly work" (1)，as if death is an creative power and the 
priest its creation. The reader gets the impression that the incidence seems to him a 
hit and at the same time an invitation from an unknown land. He later describes the 
setting of his dream as from a strange land like Persia. (5-6) The dead priest 
emerged in his dream as a "grey face" waiting for him, "murmured", "confessed" 
and "smiled" with his lips "moist with spittle" (3), and the smile on the dead man's 
face appears again in his fancy at the mourning. Besides, the boy needs a card of 
notice to convince himself that the priest is dead as if he isn't. Perhaps such an 
association between the dead "disappointed" priest and the angry irritated young 
narrator strikes the reader the most when the boy feels "a sensation of freedom as if 
[he has] been freed from something by [Father Flynn's] death" (4). The story 
remains inexplicit in what exactly has confined the boy in their relationship, and 
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there is hardly any remarkable shift in the tone of the later part of the story. Unlike 
a conventional turning point in many stories that the reader may expect, such a 
realization on the part of the narrator doesn't really lead to a major change in the 
characters. The chalice that the priest broke is described as "idle" (10), yet the 
word fits even better to depict the other characters: the boy pretends to pray but finds 
himself distracted all the time; the sisters of Father Flynn talk of him pitifully, but 
they pity for their own labours and troubles even more; the aunt prays piously, and 
cares more about the religious rituals than about the dead person. The lunatic priest 
has passed away, but the sense of queerness and death remains haunting in other 
characters, who are still alive but leading a life as idle as the empty chalice. 
Lu Xun's "Tomorrow" is also a story centered around death and mourning. 
Bao'er, the three-year-old son of the widow Fourth Shan's Wife died from fever and 
left the widow a focus of the townspeople. The story starts with two men in the 
neighborhood eavesdropping, obviously more concerned about the widow than the 
dying kid. As the story proceeds, in spite of the lot, the vow to the gods, and 
pretentious posing of the doctor, the poor boy died all the same. The townspeople 
help with the funeral and move on with their life indifferently. Even the sorrowful 
widow, after refusing to accept the death of her beloved son, falls into sleep by the 
end of the story, sharing the same "utter silence" with the other characters {SW, 75). 
Fourth Shan's Wife is addressed as a "simple" woman who is supposed to be 
unable to meditate upon concepts like death. The sensation she feels at the loss is 
rather associated with a "strange" silence and emptiness. She recalls the days when 
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Bao'er was still alive and when "even every inch of yarn she spun seemed 
worthwhile and alive" (75). Part of her being has passed away with her little boy 
and will never be recovered. Yet the townspeople, even those who have helped her, 
share little grief and loss. Blue-skinned Awu helps her out of his own sexual desire 
for the widow. Ninth Aunt Wang cares more about the completion of all the rituals, 
so when Fourth Shan's Wife kept crying at the funeral, she "growed tired of waiting 
hurried indignantly forward and pulled her aside" (73). In the opening of the story, 
the house of Fourth Shan's Wife is juxtaposed with Prosperity Tavern, the only other 
household awake. In the end, the house of the widow is hollowed by the death of 
Bao'er, yet the tavern remains exactly the same. The drinkers continue to drink, 
and the singing one to sing. Death haunts the story, but what is more haunting than 
the physical death of a particular person is the "utter silence" into which the whole 
town sinks, a silence that puts out all the hope the idea of "tomorrow" promises. 
This story is entitled "tomorrow" and concludes with a seemingly hopeful shift 
in the tone of the comment from the narrator: "Only the night, eager to change into 
the morrow, was journeying on in the silence; and, hidden in the darkness, a few 
dogs were barking" (75). A literary reading of such an ending would be a sign of 
Lu Xun's optimism despite all the sorrows and darkness in the present life. Yet I 
would rather take the sudden emergence of a hopeful sign at the end, very much 
similar to the way how many of his other stories end, as a deliberate gesture for the 
sake of both the author and the reader instead of a natural outcome of the previous 
development in the story. There are two moments when the characters are facing 
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the beginning of a new day: one when Bao'er's condition deteriorates but "bright" 
and "clear" daylight ironically "swallowed up the lamplight" (69)，the other when 
people bring the coffin to the poor widow. Daybreak and tomorrow, originally 
hopeful ideas from the mother's perspective, have been turned into a moment when 
reality has to be faced, all sweet wishes have to stay in dreams and all "impossible" 
bad things become real (73). (In a sense, the image of morning and daybreak in 
this story resembles what we have in the end of "After the Race" when Jimmy 
cannot be protected by and hidden in the "dark stupor" any longer and has to face his 
own regret.) Given the vain hope in the future, the haunting silence throughout the 
story reads even more suffocating. 
These are only two showcases of the death-haunted homeland Joyce and Lu 
Xun have presented in their stories, and many other examples can be easily found. 
Out of the fifteen stories in the collection Dubliners’ seven involve the subject of 
death. Like the opening story "The Sisters", the closing story "The Dead" also 
takes the interaction between life and death as a core issue. After he learnt about 
his wife's past with the dead former lover, Gabriel's previous confidence and 
complacency at the party break down and he realizes, 
His soul had approached that region where dwell the vast hosts of the 
dead. He was conscious of, but could not apprehend, their wayward and 
flickering existence. His own identity was fading out into a grey 
impalpable world: the solid world itself which these dead had one time 
reared and lived in was dissolving and dwindling. (D, 224) 
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The quotation appears immediately before the most frequently quoted part of the 
story in which Joyce masterly presents how snow falls and covers all the living and 
the dead, where the story and even the whole collection reach their climax. No 
matter what directions in the future the last paragraph suggests, the haunting 
presence of the dead is clearly indicated in this quotation. The "world" in which 
"these dead had one time reared and lived in" used to be "solid" but is "dissolving 
and dwindling" and "impalpable". Therefore, contrary to his passionate speech 
about living without memories of the dead earlier at the party, Grabriel's own 
epiphany reinforces how the dead are still present among the living and how life has 
taken on a strong sense of darkness. 
In "A Painful Case", the reader can find a similar epiphany caused by death in 
the living character's mind. The story recalls a relationship between Mr. Duffy, a 
bank cashier who deliberately keeps his life orderly, solitary and away from the 
community of Dublin, and Mrs. Sinico, who had drinking problems ever since being 
rejected by Mr. Duffy and finally committed suicide. The death of Mrs. Sinico 
smashes the orderliness of Mr. Duffy's life and leads to a realization on his part that 
"he [has] been outcast from life's feast" (Z), 113). 
Death in the other stories in this collection is less dominating in the weight of 
the plot, but is no less haunting. The disillusioned boy in "Araby" lives in a house 
where a priest has died and left old books and musty air, and he even goes into the 
very room in which the priest has died when he murmurs the word "love" with 
teenage passions. The memory of the dead disturbingly reminds the living how 
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unbearable life has become, but at the same time it also imprisons the living in the 
stagnant situation. In "Eveline", it is the miserable death of her mother that makes 
Eveline desire to escape, yet the promise to "keep the home together as long as she 
could" that she made to her dying mother stops her from taking actions to run away 
{D, 33). In "Clay", the ambiguous connection between clay and Maria paints the 
story with sadness and threatening shades of death. "Ivy Day in the Committee 
Room" describes how a group of people with different political positions 
commemorate the death of Charles Stuart Parnell, an influential nationalist political 
leader. Therefore, it's not an entire overstatement that the city of Dublin, a shared 
physical space of the Dubliners in Joyce's stories, is a space haunted with the 
shadow of death, as a curse and attraction, as a reminder of sufferings and happiness, 
and as a transformation and imprisonment. 
If the image of death can be generally described as haunting in a rather 
ambiguous manner in Joyce's stories, it is probably more maleficent and brutal in Lu 
Xun's presentation of his homeland. In collections Call to Arms and Wandering, 
his most well-known pieces such as "Kong Yiji", "Medicine" (Yao), "The True Story 
of Ah Q", "The New-Year Sacrifice" {Zhufu), "Regret for the Past" (Shangshi), and 
"The Misanthrope" (Gudu zhe), all involve miserable death of at least one of the 
main characters. Kong Yiji, a student who never manages to pass the Imperial 
Examination, becomes destitute and a target of people's derision at the tavern, and 
finally disappears and is believed to be dead. In "Medicine", the blood of a dead 
revolutionary is expected to rescue a moribund boy as a medicine and fails to do that. 
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In “The True Story of Ah Q", after all his adventures, the "undefeatable" Ah Q with 
his spiritual victory still falls dead, but neither heroically nor meaningfully in any 
sense. 
If the cruelty of death in these three stories from Call to Arms is displayed by 
detached narrators, the other stories from Wandering are probably painted with more 
touches of grief and sentiment. In "The New-Year Sacrifice", Xiang Lin's Wife has 
married and become widow for twice, and dies as a beggar on a cold snowy New 
Year's Eve, while the townspeople seem to enjoy "boundless good fortune" brought 
by the New-Year sacrifice (SW, 188). "Regret for the Past", like "A Painful Case", 
tells a story of a failed relationship and a dead lady: a May Fourth intellectual youth 
Juansheng falls in love with Zijun, who marries him against the wish of her family. 
But as the couple get into the trivial routines of everyday life, Juansheng grows 
weary of the marriage and divorces his devoted lover, a decision that finally drives 
her to death. The protagonist in "The Misanthrope" Wei Lianshu is, again, a young 
intellectual, who used to be a radical idealist but gradually turns into a misanthrope. 
(In fact, the Chinese title literarily means a solitary; the commonly adopted 
translation "Misanthrope" indicates Wei Lianshu，s condition after his fundamental 
change.) The story ends with Wei's funeral, where the narrator feels "everything 
was deathly still, both the living and the dead" 245)，yet before his death, Wei 
gave long comments on death and life in his last letter to the narrator: he was still 
alive then, but had lost all his interest and faith in life. Therefore, if Joyce's 
countrymen are haunted by death and trapped in the prison of everyday life, Lu Xun 
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sketches his countrymen in ruthless confrontations with and also indifference to 
death almost all the time! 
Besides the sense of death, insanity is another dominant motif in the stories of 
Joyce and Lu Xun, a condition that tells the reader about both the individual and the 
external environment. As discussed earlier, the priest goes crazy in "The Sisters" 
because, according to his sisters, "the duties of the priesthood was too much for him，， 
and because he can't forgive himself for the mistake of breaking the chalice. The 
poor father appears as a victim of the sacred undertaking. Much more scarily and 
surreally, Lu Xun portrays in "White Light" (Baiguang) how an old-styled student 
Chen Shicheng madly follows his illusion of a white light and finally drowns himself 
in a lake. Having failed the Imperial Examination for the sixteenth time, Chen 
Shicheng is depicted as with flickering wild eyes, and filled with the vision of "his 
career prospect, falling down like a heap of sugar in front of him, which only 
expands wider and finally blocks his way" (C, 126), a vision that is simply too much 
for him. Hopeless of getting an official position through the examinations, Chen 
Shicheng starts digging for the ancestor's treasure in the rumour, and comes up with 
a jawbone smiling and whispering "lose again!" (129), which reflects and 
simultaneously aggravates his insanity. 
"Eveline" and "The New-Year Sacrifice" can be read together as stories of mad 
mothers. In the former story, the life of her mother seems to Eveline a "life of 
commonplace sacrifices closing in final craziness" (D, 33). From the perspective 
of Eveline, the heavy family burden upon her mother, both physically and mentally, 
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turns her mother into a pitiful deranged woman. The memory of her mother's 
foolish murmurings strikes the protagonist with “a sudden impulse of terror" (33) as 
if to remind her of her own destiny if she stays with the family and to urge her to flee 
away into a new life. Yet it is also for the sake of her mother that Eveline promises 
to devote herself to the household. Therefore, having been cornered into madness, 
the mother unconsciously passes down the oppression to the younger generation; she 
is both a victim and a victimizer. 
Lu Xun's mad mother figure in "The New-Year Sacrifice" is probably situated 
in more severe bleakness. Having survived the loss of two husbands and a forced 
remarriage, Xianglin's Wife places all the meanings of life on her little boy, but even 
this last light of hope vanishes when the boy is carried off by a wolf, an incidence 
that finally crushes her. To make it worse, the people in the neighborhood show no 
real understanding or sympathy for her, but either detest or find amusement in her 
sad tale. Insanity is an inevitable outcome of the sufferings in her life. 
The insanity in “A Madman's Diary" is a remarkably different strategy to 
exhibit the social ills. Turning the popular phrase "the cannibalism of traditional 
morality" {chiren de lijiao) into a central metaphor and symbolism, Lu Xun presents 
his madman as reading the words "eating people" between the lines in history books. 
In the view of the madman, the nation with a history of four thousand years is simply 
a land of cannibalism: 
Wanting to eat men, at the same time afraid of being eaten themselves, 
they all eye each other with the deepest suspicion... (SW, 47) 
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It has only just dawned on me that all these years I have been living in a 
place where for four thousand years human flesh has been eaten. ... How 
can a man like myself, after four thousand years of man-eating history 一 
even though I knew nothing about it at first - ever hope to face real men? 
(51) 
The outrageous pictures the madman sees actually reveal metaphorically the truth of 
Chinese society and history. Thus, the insanity on the part of the protagonist serves 
as an extraordinary insight and capacity that single him out of the mass. And the 
common perception of his madness in turn indicates that the whole society is deeply 
ill and c razy .� 
It can be argued that James Joyce hardly shares with Lu Xun an evolutionist 
tendency, which is implied in "A Madman's Diary" when the madman repeatedly 
asks others to "change at once" because "there'll be no place for man-eaters in 
future" (50), but both writers stand on the same side as they examine their 
motherland: life is haunted by death and insanity on the bleak lands of Ireland and 
China. 
2. Problematic national identity and “backward，，national character 
See Leo Ou-fan Lee, Voices from the Iron House: A Study of Lu Xun 53-57, 70-71 • Leo Lee takes a further 
argument in which he compares the madman with Nietzsche's Zaralhustra and Homer's Cassandra, asserting thai 
the madman's calling for the real man is even more positive than Nietzsche's superman. 
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These negative images can be linked to a disadvantageous position of the native 
culture in Plamenatz's model of two types of nationalism. And as I introduced 
earlier, there are two rejections in their "eastern" nationalism: to reject the past in its 
own culture and to reject the global standards set by the alien culture. The question 
is, can the negative pictures of homeland of Joyce and Lu Xun fall into the category 
of the first rejection? In the "Preface to Call to Arms", Lu Xun already explains 
how he finally agreed to join the undertaking of awakening Chinese people through 
literature. The dark pictures in his stories can thus be regarded as provocative and 
diagnostic. And Joyce in that letter to Richards in which he said he was going to 
create a chapter of moral history of Ireland, also describes his composition of the 
collection as "the first step towards the spiritual liberation of [his] country" (SL, 88). 
It seems that their negative depictions represent the backwardness that is to be 
removed or cured. But it is still too early to answer the question whether they are 
rejections of the "old" self or of the native culture as a whole. A closer scrutiny is 
needed, since the political conditions of Ireland and China at the turn of the twentieth 
century were much more complicated than a simple labeling of the term "colonial." 
It is not arguable that Ireland used to be a British colony before the 
independence of the southern twenty-six-county in 1922. But what is arguable is 
how exactly the country was colonial before the legal treaty of independence was 
formalized. In their introduction to Semicolonial Joyce, Marjorie Howes and Derek 
Attridge explain why it is problematic to apply the word "colonial" to Ireland. 
While Ireland was "underdeveloped and deindustrial compared to England", its 
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situation was much closer to Europe than to Africa, Asia and Latin America -
so-called the third-world - in terms of economy, religion, culture and social 
developments. And they list out a few other remarkable factors: Firstly, the 
colonized country, "particularly Protestant Ireland, helped build and maintain the 
British imperial system"; and secondly, Ireland has been characterized by some 
scholars as "a 'first world' country with a 'third world' colonial history" and the 
British-Irish relation as “internal colonialism" (qtd. in Howes and Attridge, 8). All 
these insightful observations remind us of how problematic the colony / colonizer 
binarism can be. 
The ambivalent status of Ireland as a colony echoes with the problematic Irish 
identity in Joyce's writings, which is perhaps revealed even more profoundly in 
Ulysses and Finnegans Wake. It is easy to call his characters Dubliners or Irish, yet 
it is not so easy to explain what is Irishness and how to describe the national identity 
of Irish people. If one argues that the national identity must be something about a 
common experience of all the people in the national community, is the colonial 
history an integral part of that common experience? And if so, how should we 
define the Irish nationality if the colonial status was so ambivalent in itself? And if 
we seek for the reason or origin of the dark experience and the social ills, would the 
origin be national or colonial, or both? 
The case of late Qing and Republican China is no less complicated. The word 
"semicolonial" has been widely used by Marxists in China to refer to "the 
coexistence of colonial and native feudal structures". Though its implication of the 
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mechanical imposition of Hegelian historical consciousness has been questioned and 
criticized, the term is useful in describing the hybridity of Chinese social condition 
then. Shih Shu-mei uses the word in the sense of "the fractured, informal, and 
indirect character of colonialism, as well as its multi-layeredness" {The Lure of the 
Modem, 34). "China was never systematically colonized and did not have a central 
colonial government implementing extensive colonial institutions and structures", 
which lead to a "worse-than-colonial situation" of multiple enslavement from all 
colonizers (Sun Yat-sen, qtd. in Shih 32) and "equally fragmented" "reactions to 
colonial reality，，(38). One of the consequences was that the enlightenment project 
could be part of or besides the nationalist salvation, and the intellectual "could 
proselytize for Westernization without being perceived as a collaborationist - he 
could be the 'third' term in the nationalist / collaborationist dyad" (Shih, 36). 
Therefore, to criticize the native culture has no definite relations with nationalist or 
anti-colonial undertaking. In some cases, the self-critique is for the purpose of 
exposing the flaws in order to catch up with the more advanced, a process that 
occurs in both types of nationalism according to Plamenatz. In other cases, the 
negative self-image perhaps serves to help modernization and to discard the feudal 
tradition. Thus the "multiple-layeredness" of the semicolonial context requires us 
to consider even more carefully the implications of presenting the "backwardness" of 
the native culture. 
Here I need to distinguish again the idea of China as a "semicolony" and the 
"semicoloniality" some critics see in James Joyce. The former describes an 
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objective socio-political context in which Lu Xun wrote, while the latter one focuses 
on both the peculiarity of the Irish reality and the unique quality of James Joyce's 
literary creation. When defining the term "semicoloniality" in Semicolonial Joyce, 
Howes and Attridge stress the sense of doubleness in Joyce in that he is able to 
present compositions and ambivalences, which will be discussed in my fourth 
chapter with further details. 
Another background of Lu Xun's critique of the native culture was the national 
character discourse. The concept of national character was originally from Western 
social-psychological analysis in nineteenth- and early-twentieth-century. 
According to Paul B. Foster, to regard literature as "an expression of national 
essence, national genius, and national character" "descend[s] from ideas of cultural 
individuality" that was inspired in the process of industrialization and Enlightenment 
{Ah Q Archaeology, 21). And Foster immediately takes literature of national 
character as nationalist salvation. Another scholar of modern Chinese literature, 
Jing Tsu, views the national identity in negative form as instrumental and an 
evidence of the desire for eternity in nationalism that Anderson suggests in Imagined 
Communities'. 
By keeping alive China's humiliation as a nation, one can properly keep 
intact one's passion for its survival. The urgency of national salvation is 
forever preserved as the most promising possibility for the nation. As 
long as one has not exhaustively established the source of China's 
weakness, that weakness has not yet become fatal. {Failure, Nationalism, 
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and Literature, 11) 
Thus the backwardness is not only a part of the national identity, but also a key 
element in the construction of national identity. In both these two arguments, the 
discourse of national character ends up contributing positively to nationalist 
movements. 
We have so far sketched historical backgrounds of the negative representation 
in Joyce and Lu Xun. In both cases, the colonial status and the reactions to it are 
highly complex. And back to the beginning of this section with these backgrounds 
in mind, the division between the native and the alien cultures in Plamenatz and 
Chatterjee becomes even more complicated, because at least two factors in the 
context of Ireland and China must be taken into consideration: firstly, the distinction 
between the native and the alien is not really clear and fixed - being a colony does 
not make a country automatically anti-colonial or anti-imperial, as shown in the case 
of Ireland; secondly, critique of the native culture sometimes is a necessary 
ingredient of the construction of national identity, like the discourse of national 
character. And accordingly, there are at least three possible interpretations of the 
negative representation of the nation: first, the native culture used to have a glorious 
tradition of its own, but that was ruined since the imperial occupation, so that to 
display and criticize the darkness in the present national condition is to blame the 
colonial experience and is both anti-colonial and nationalist; secondly, the negative 
representation is to acknowledge the deficiencies as part of the national identity and 
to deny the nation as a whole; and thirdly, the problems reflected in the negative 
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representation are both national and colonial. Our understanding of the positions of 
Lu Xun and Joyce depends on how they view the colonial situation in their native 
country. Therefore, the reasons and effects of his critique of the life in homeland 
have to be examined with how the writer perceives the relations between the 
motherland and other countries, particularly the colonizer and the more advanced 
countries that appear as the alien culture. Hence, the question of representing the 
homeland in these two cases is inevitably a colonial one. 
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Chapter 3 Doubts Towards the Foreign Powers 
Ever since Henry IPs declaration of England's sovereignty over Ireland in 1171’ 
Irish people have been experiencing direct occupation and cultural suppression. 
Under the dual Irish / English legal system, Irish customs, language, and literature 
have been severely damaged, and Catholics in Ireland were deprived of the right to 
inherit land and later the right to vote. Government prosecution was everywhere 
concerning cultural integration and intermarriage between Irish and English. In 
fact, over seven centuries of English colonization had almost erased the native 
language and culture. Dublin, the capital of the colony, was exactly the centre of 
the suppression and the dual system. With the marks of the suppression all over the 
city, Dublin is therefore a stage on which Joyce's diminutive figures act in front of a 
backdrop of the long colonization. Terence Brown thus observes in his introduction 
to the collection that, in "Two Gallants", 
Corley and Lenehan in their circular peregrinations about the city in 
pursuit of their unworthy ends, traverse a public domain dominated by the 
buildings and the street names associated with that Anglo-Irish Protestant 
Ascendency which served as the bulwark of British power in the land. It 
is outside the Kildare Street Club, bastion of Ascendency influence and 
prejudice, that they come on a symbol of their nation's servitude and 
abuse as if to indict a polity in which they themselves are representative 
victims even as they exemplify the grosser forms of moral turpitude [...] 
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(D，xxiii) 
In this particular story, together with the Kildare Street Club, the Nassau Street 
reminds the reader of Henry Nassau, who helped King William III of England in his 
fight against James II and subsequently in the consolidation of Protestant rule in 
Ireland. And right after quoting this, Brown links the image of the street harpist's 
musical instrument to the image of Ireland as a wronged woman, which is a rather 
familiar metaphor in Irish literary tradition. Though the Anglo-Irish relation cannot 
be counted as the central subject matter of all the twelve stories, it emerges from 
time to time in the city's geographical and architectural features as well as in other 
everyday details. And it is definitely one of Joyce's concerns, who introduces the 
Dubliners in the fifth story "After the Race" famously as "the gratefully oppressed" 
(D, 35). 
The counterpart of Joyce's "the gratefully oppressed" in Lu Xun's stories might 
be the willingly servile mob. But questions like who is the oppressor in his case are 
much more difficult to answer. When most scholars agree on defining China in the 
early twentieth century as a semi-colonial country, the colonizers in this definition 
are the foreign countries from Europe and America. In Lu Xun's prose fiction, 
however, the oppressing power should be understood not really as the colonizers 
from the West, but as the Qing dynasty founded by the Manchurians'', especially in 
‘ ‘ T h e Manchurian-Han relationship is rather complicated in this discussion, since few historians would take the 
Qing dynasty as a colonizer like England, yet Lu Xun agreed with many his contemporaries, as Shih Shu-mei 
summarizes, that "it was the Qing dynasty's enslavement of the Han Chinese that had led the Chinese to their 
present sorry state." But Shih also observes, and I agree with her on that, "it is perhaps the tension between the 
possibility and impossibility of exorcising Manchurian qualities from the Chinese national character that 
underlies Lu Xun's meditation on the issue of national character in general." See Shih Shu-mei, The Lure of the 
Modem 76-8. 
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the stories centered around the Xinhai Revolution.'" And unlike Joyce's stories 
where details like street names remind the reader of English colonization, there is 
hardly any direct accounts of the colonization in Lu Xun's two collections. 
But in spite of this remarkable discrepancy in the two writers' selection of 
materials and in the political conditions of their countries, they still have in common 
in some other aspects not as conspicuous as the substantially military and political 
domains. The power relations between the native and the foreign can be found not 
only in direct occupation, but also in cultural influences and interpersonal 
relationship. In this regard, I have been inspired by Shih Shu-mei and the Indian 
Subaltern Studies group's use of "the West", in which the term refers not merely "to 
the nations of Europe and North America", but also as "an imaginary though 
powerful entity created by a historical process that authorized it as the home of 
Reason, Progress, and Modernity" (qtd. in Shih, 1). The colonial power, therefore, 
does not simply reside in political issues, but also in people's perception of their own 
personal life, though more than often they are unaware of the power relations. In 
their short stories, England, Continental Europe and North America for both Joyce's 
Dubliners and Lu Xun's fellow men, are imagined as a cultural model that possesses 
an alluring power, and even those characters who have more access to the foreign 
model, especially the westernized or Europeanized intellectuals, tend to be viewed as 
superior. The "imaginary though powerful entity" thus appears and performs in 
12 The Xinhai Revolution started with the Wuchang Uprising on Oct 10，1991，and it ended the Manchu rule of 
the Qing dynasty. The Republic of China was founded the next year, but there had been constant internal 
confl icts after the revolution, throughout the Second and Third Revolution, the Warlord Era and the Chinese Civil 
War. The revolution was lead by Dr. Sun Yet-sen, also referred as the founding father of modern China, who 
promoted the Three Principles of the People {San min zhuyi), including Nationalism, Democracy and Socialism 
{minzu, minzhu, minsheng). 
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forms of certain life styles or characters, and the way of presenting those life styles 
or characters can reveal how the two writers perceive the lure and such oppositions 
as foreign / native, colonizer / colonized and advanced / backward. 
1. Criticizing the self-imposed inferiority 
The lure of the foreign land is clearly manifested in Joyce's "After the Race", 
which reveals the absurdity of the unquestioned hierarchy between the Irish and "the 
West" in people's mind. Jimmy Doyle, with the support of his rich family, expects 
to gain success through his foreign friends from Europe and North America. His 
father, who had abandoned Nationalism before becoming a "merchant prince" (D, 
36), sent Jimmy to England for secondary education and later "for a term to 
Cambridge to see a little life" and was even "covertly proud of the excess" (36) that 
Jimmy spent with his European friends. For Jimmy's family, rich Europeans like 
Segouin are definitely "well worth knowing" (36). Though knowing clearly how 
difficult it has been for the family to become prosperous, Jimmy and his father do 
not grudge at all the expense of socializing with the foreign friends; making friends 
with the foreigners is actually an investment. 
The pride and trepidation that Jimmy's parents felt, however, do not only come 
from the idea that it is an important investment in the economic sense - the story is 
not merely about money. The company of the foreigners itself is a big deal. For 
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instance, simply "hav[ing] been seen" "in the company of these Continentals" (37) is 
a good reason for Jimmy's excitement. A smile of the French competitor 
introduced by Segouin is viewed as a great honor, and the world of spectators is even 
described as "profane" compared with that smile (37). And when Jimmy and his 
father are trying so hard to make friends with those who "had seen so much of the 
world" (36)，the world they have in mind basically refers to the advanced nations in 
Europe and North America, and only when getting to know this "world" can Jimmy 
secure "qualities often unpurchasable" (38). In regard of the motor business itself, 
"Segouin had managed to give the impression that it was by a favour of friendship 
the mite of Irish money was to be included in the capital of the concern", as if the 
Irish money is less worthy than foreign money, thus even the capital is measured by 
its national identity (37) ！ 
But the investment is hardly a good one, and the excitement of Jimmy and his 
father is no different from "the cheer of the gratefully oppressed" that welcomed the 
foreign cars (35). Just as the story opens with the observation that "through this 
channel of poverty and inaction the Continent sped its wealth and industry", the 
honor and expectations Jimmy feels are also illusions through which his foreign 
friends win his money (35). It has been suggested from time to time that the 
investment might be an empty promise or even a trap: Segouin is only "reputed" to 
own big hotels; his "air of wealth" is even more suspicious when it looks 
"unmistakable"; and he deliberately gave the impression of doing Jimmy a favor to 
accept the money. And the so-called friendship Jimmy has with the foreigners is 
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never an equal relationship: when everyone else is "in good humour", Jimmy is "too 
excited to be genuinely happy" (36); when his foreign friends are riding hilariously 
in the car, Jimmy "ha[s] to strain forward to catch" their conversation and “to make a 
deft guess at the meaning and shout back a suitable answer in the teeth of a high 
wind" (37); when Jimmy's father is filled with "respect for foreign 
accomplishments", the Hungarian is only desiring the dinner (38-9). Poor Jimmy, 
even when losing money in the card game, still blames himself for it and feels sorry 
since "the other men had to calculate his I.O.U.'s for him" - he is indeed one of the 
"gratefully oppressed" (41). All these illusions of profits and friendship are among 
those that hide the city of Dublin behind "the mask of a capital" (39). 
The image of rapid racing cars is representative of the prosperity of industrial 
Europe, which offers alluring hope for the Irish people — it is closely associated with 
ideas of technology, progress and modernity, which the Dubliners feel they don't 
possess in their homeland. In this sense, cheering for the racing cars and mixing 
with the glamorous Continentals are gestures that reveal a hierarchy not only on the 
level of international politics, but also on inter-cultural and interpersonal levels. 
Behind Jimmy stand his countrymen, who look up admiringly to the foreigners but 
never win the game themselves. Just like Jimmy was "glad of the dark stupor that 
would cover up his folly", the nation is hidden in the illusion of independence and 
modernization, but is in fact a "channel" for other countries to speed their wealth 
(41). 
Though Jimmy Doyle's realization in the end is not as full and direct as in some 
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other stories like "Araby" and "The Dead", the way Joyce presents the story is rather 
explicit in its irony and symbolism. Beside the ironic emphases in the examples 
above, a few other details also deliver a deep sense of skepticism. When Jimmy is 
pictured as "[feeling] the buried zeal of his father wake to life within him", the 
reference to his father's abandoned nationalist passion is sarcastic in that Jimmy and 
his family are trying their best to fawn on the rich foreigners, which a nationalist is 
never supposed to do. And when the group drove down the street, "[a] little knot of 
people collected on the footpath to pay homage to the snorting motor" (38)，a detail 
echoing with Jimmy's earlier feeling that the spectators are "profane" in comparison 
with the motorists (37). The racing cars and the people from foreign countries are 
worshipped by the Irish people, but neither the racing business nor the foreigners can 
help Ireland out of poverty. Therefore, that Joyce discloses the folly and failure of 
Jimmy should be read not only as an objection to Jimmy's own personal choice, but 
also as questioning the prevalent superiority of the "advanced" foreign land and the 
blind hope in worshipping and following what it represents. 
In "A Little Cloud", a similar hierarchy is explored in the interaction between 
two old friends Thomas Chandler and the successful journalist Ignatius Gallaher. 
Chandler has always stayed in Dublin, working as an ordinary clerk with his 
newly-wed wife and baby son. His nick name Little Chandler matches with his 
physical attributes and also his timid, frail and domestic personality. Gallaher's life 
is the exact opposite to that of Little Chandler, for Gallaher has managed to become 
a "brilliant figure" in London and has traveled around the Continent with his coarse 
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and daring manner. The meeting of the two friends in an expensive restaurant 
arouses the zeal for success and poetry in Little Chandler's heart, and reminds him of 
how inactive and depressing his own life is. The sharp contrast finally leaves Little 
Chandler deeply disturbed in his small room, and the mixed feelings of envy, anger 
and frustration end up in his violent shout into the face of the baby and his 
subsequent regret and shame. In other words, Gallaher's successful and wild life in 
London serves as a mirror in which Chandler sees the failure of his own life, a 
recognition that almost breaks the balance and quietness of his mind. 
Charles H. Peake reads Little Chandler as a representative of the literary life in 
Dublin, which is a pretty valid and conventional interpretation of the story within the 
framework of the moral history of Dublin, yet the commentator does not display 
explicitly some other implications in the interaction between the two characters 
{James Joyce: the Artist and the Citizen’ 28-31). The tremendous inferiority that 
Little Chandler feels in front of his friend also demonstrates certain elements in the 
relation between Ireland and the powerful England and European Continent - what 
traps Little Chandler is not merely his own personality. Little Chandler is a 
representative of the literary figures in Dublin, but also a representative of men in 
many other professions that look up to the exciting life in Europe with admiration 
and envy. Therefore, behind Little Chandler stand Dublin the capital in name, and 
Ireland the longly depressed homeland. 
The first and foremost mark of the hierarchy between the characters is how they 
are addressed: Chandler is called Little Chandler throughout the story, while his 
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friend is introduced as someone from "the great city London" and repeatedly called 
in full name with an ironic sense of importance. When Little Chandler waits for the 
meeting, he is filled with joy and excitement, not really because of their friendship, 
but because through Gallaher, he would be able to somehow approach another kind 
of life, perhaps a real life from Chandler's perspective - "For the first time in his life 
he felt himself superior to the people he passed" (68). And the reason seems very 
clear: "There was no doubt about it: if you wanted to succeed you had to go away. 
You could do nothing in Dublin" (68). Thus, having succeeded in Europe and seen 
much of the "world" there enables Gallaher to feel superior to Little Chandler, and 
having something to do with someone like Gallaher enables Little Chandler to feel 
superior to other Dubliners. Through the voice of the narrator, we find Little 
Chandler enchanted in the dreamlike hope that the meeting brings to him: "Every 
step brought him nearer to London, farther from his own sober inartistic life. A 
light began to tremble on the horizon of his mind" (68). Just as Jimmy sees himself 
more decent and graceful when being around his foreign friends, Little Chandler is 
fascinated with his new image as the old friend of the "brilliant" Gallaher. And 
comparing with himself, Little Chandler believes that "after all, Gallaher had lived, 
he had seen the world", a quality that Jimmy's father values as well (72). The 
contrast is between Chandler and Gallaher, and more importantly between Dublin 
and the cosmopolitan cities like London. Therefore, the superiority in the story 
belongs not to a certain character or personality, but to the whole imaginary picture 
of the great England, France, Germany and other powerful nations in the perception 
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of the Irish people. 
This sense of hierarchy is further intensified by the patronising gesture of 
Gallaher and the affected Celticism in Little Chandler. Calling proudly his native 
land as "dear dirty Dublin" and "the old country", Gallaher is only showing off and 
making himself sound more important, which has been seen through even by Little 
Chandler, who "saw behind Gallaher，s refusal of his invitation" and knew clearly 
that "Gallaher was only patronising him by his friendliness just as he was 
patronising Ireland by his visit" (76). Chandler's delicate and refined passion for 
poetry, however, is hardly more respectable than Gallaher's hypocrisy, since the 
distinctive "Celtic note" of melancholy he desires is only for the sake of catering the 
English critics. The melancholy in his temperament is just a selling point of his 
writing, so will a more "Irish" name be. The two characters actually share more 
than we expect at the first glance: they both believe that there is little opportunity in 
Dublin for "real life", and they both take advantage of "Irishness" - for the returned 
Gallaher, it is source of "relaxation" and boast, whereas for Chandler it is a shortcut 
to establish himself as a writer in England. Thus we see the sad picture of their 
"old country" Ireland: the nation is a place to depart from, the life there is the 
opposite to the real life, and the value of its literature simply relies on the tastes and 
consumption of the critics in its "master" land. 
This story differs from "After the Race" mainly in that Little Chandler is 
depicted with more sympathy, and his final recognition of his own weakness and 
responsibility, to some extent, restores his dignity, unlike Jimmy who refuses to 
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confront his folly and failure. Peake ranks this story among "the most melancholy 
stories in the book", and argues that, 
sympathy for Chandler's predicament balances the sharp satire of 
Dublin's literary life, perhaps because one feels that in Chandler there are 
signs of decency and sensitivity, subdued by feebleness of spirit: even the 
shout at the baby, trivial, pathetic, momentary, comically inadequate as it 
is, is one of the few gestures against paralysis in the book. (30) 
In other words, Peake believes that despite the inadequacy of Chandler's struggle, it 
is a positive endeavor against the prevalent spiritual paralysis, yet the struggle adds 
to the melancholy of the story. Similarly, in the aspect of the position of Ireland, 
the sympathy we feel for Chandler and his identity as a young man who dreams of 
becoming a great poet actually make the whole irony and mockery even more 
disturbing. If it is merely a sharp satire when Jimmy feels in him the buried zeal of 
his father, who abandoned nationalist belief for monetary benefit, it is a harsher 
critique to reveal the unquestioned inferiority of Irishness in Little Chandler, when 
we are presented at the same time with his sincere but shallow passion for poetry and 
his discreet manner. The story leads us to realize that it was a fairly prevalent and 
perhaps subconscious idea that real life can only happen in countries other than 
Ireland, even when many stress their Irish identity. And the balance between the 
ironic tone and the sympathy for Little Chandler in the story makes Joyce's doubt 
towards the superiority of the powerful foreign nations more profound rather than 
undermine it. 
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In Lu Xun's "A Happy Family", another story of worshipping the foreign, this 
doubt is expressed far more mercilessly and bitterly. The story describes how an 
unnamed young man writes about an "ideal" family in order to make a little 
contribution fee, and what he comes up with is an extremely superficial and feeble 
imagination of a westernized couple. The author declared that he wrote after the 
style of Xu Qinwen's "An Ideal Companion". The original piece by Xu Qinwen 
satirizes the vulgar standards for an ideal wife in disguise of the so-called "free love": 
women are considered as entertainers and ladder to climb up, and the ancient precept 
"a woman who lacks talent is virtuous" {Niizi wu cai bian shi de) is restored. The 
story is thus a harsh mockery of discriminations against women and of the trend to 
"return to the ancients" (Fugu). 
In Lu Xun's imitation of Xu Qinwen, the happy couple are "Western-returned 
students" who "belong to the cultured elite", and their life is supposed to be a role 
model of modern civilization and democracy (SW, 204). "Their marriage contract 
contains over forty terms going into great details, so that they have extraordinary 
equality and absolute freedom” (203-4, my emphasis). They are rich enough to 
afford carefree life and "have both grown up in happy surroundings", and they 
should be spiritually affluent as well, "devoted to the arts" (204). They are reading 
Oscar Wilde's An Ideal Husband, since "even university professors praise it so 
highly" (204). And they are speaking English to each other so affectedly that even 
"An Ideal Companion" {Lixiang de banlu, 1923), first published in the Chen nao supplement (Chenbao fukan) 
9 Sep 1923. Patrick Hanan thinks that "A Happy Family" does not share much with Xu Qinwen's "An Ideal 
Companion", but with Xu's other works in general, esp. with "The Composition of a Lyric" {Yishou xiaoshi de 
chengjiu) which also sketches a poetaster. Patrick Hanan, "The Technique of Lu Hsun's Fiction," Harvard 
Journal of Asiatic Studies Vol. 34, (1974), 53-96. 
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the young writer himself fears of being too "sentimental" (207). In fact, there is 
hardly any plot in a real sense in the story that the protagonist is trying to produce, 
only a boring piling up of trivial fantasies. As the story continues, the young man 
can't complete the picture, as he thinks, 
"They are both university graduates, the cultured elite, the elite. ... The 
man is a writer; the woman is also a writer, or else a lover of literature. 
Or else the woman is a poetess; the man is a lover of poetry, a respector of 
womanhood. Or else ..." 
Finally he could contain himself no longer, and turned round. (207) 
The young man's painful and repetitive plotting is cut off by the cries of his 
three-year-old daughter, which remind him of how he married his wife against their 
parents' wish, and he is filled with deep regret for his little girl. 
The ending is very similar to that of "A Little Cloud", only this time the young 
man is fully conscious of the emptiness of his writing, and he writes just to make a 
living. When he thinks about the true artist and the great literature, he asks himself, 
"But I ... what do I rank as?" (202). If Chandler's pandering to the English critics 
is rather unconscious, the young writer in Lu Xun's story is aware of his intentional 
design from the every beginning. He has to choose a popular subject; "Otherwise it 
would probably not be accepted" (202). Thus when he writes down the title of his 
story, Lu Xun describes him as doing it "promptly yet resignedly" (202). Little 
Chandler still fancies living a real life by becoming a writer someday in England, but 
Lu's young writer understands completely that his work is a sheer renounciation of 
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his idealism. 
It remains unclear whether the protagonist is fully aware of the absurd 
superiority of the foreign nations he suggests in the unfinished story, but the 
mockery in the tone of the narrator is very explicit. The protagonist attempts to set 
a role model for Chinese families, but the “ideal，，life he pictures can never happen 
in semi-colonial China, where the capital is "too dead", many provinces are "in the 
midst of fighting" or "may start fighting any day", and some other areas are foreign 
concessions (203). As a result, the young man has to set his story in a fictive place 
"A". Interestingly, "the master of the house always wears a foreign suit", but his 
wife "wears Chinese dress", possibly suggesting that the domestic role of the wife 
matches with Chinese-ness in opposition to the western style (204). And they 
choose Chinese dishes over foreign food simply because “[w]esterners say Chinese 
cooking is the most progressive, the best to eat, the most hygienic" (205). Chandler 
hopes he can take a more distinctive "Celtic note" not because he admires the style 
and is proud of his national identity, but because the English critics favor it. 
Similarly, the young writer in "A Happy Family" chooses Chinese food for the 
Western-returned couple because it is favored by the westerners. Therefore, their 
own national identities are nothing more than marketing tools, and the inferiority of 
Irish / Chinese attributes is rather self-imposed in both cases. And when Joyce and 
Lu Xun present their stories with such irony and mockery, the self-imposed 
inferiority is profoundly questioned and criticized. 
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2. Failed intellectuals 
Another way to interpret "A Happy Family" involves the role of returned 
students and intellectuals in colonial society. There is an interesting detail in the 
protagonist's consideration for the happy couple: "Japanese-returned students are no 
longer the fashion, so let them be Western-returned students" (204). There were 
indeed many returned students in China at the turn of the twentieth century and they 
affected the semicolonial China significantly. Meanwhile, the story can be read in 
two ways: a clumsy story within the story and a glimpse of the young writer's life. 
The former readily mocks the popular worship for the imperial nations, whereas the 
latter presents a disillusioned and inadequate intellectual. From his recollection, we 
can tell that the young man used to be a typical idealist around the May Fourth era, 
challenging the order of parents and the social conventions, but is now incapable of 
any meaningful action. The mentioning of the returned students and the image of a 
feeble young intellectual are not full-fledged in this particular story, yet they are very 
informative in the framework of Lu Xun's fictional works and the history of 
semicolonial China. 
Ever since the Qing government sent the first 120 children to the United States 
as state-funded students from 1872 to 1875，thousands of students had been sent by 
the imperial government to Europe, the United States and Japan mainly to learn 
modern science and technology, and the projects were part of the self salvation of the 
endangered dynasty, especially after it was defeated by Japan in the First 
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Sino-Japanese War from 1894 to 1895. Many of the returned students in these 
projects later became pillars of society, making great contributions to the technical 
modernization of China, yet they also helped introducing thoughts like freedom and 
democracy into China against the government intention. Meanwhile, the 
elimination of the Imperial Examinations {Keju kaoshi) and government attention 
made studying abroad a shortcut to officialdom and social success, and the 
opportunity attracted ardent youths who dreamed of rescuing the nation. As a 
result, studying abroad became a new fashion, and the foreign experience gave the 
returned students a double identity.'"^ 
Examining the situation of the intellectuals in early twentieth century China, 
Shih Shu-mei follows Frantz Fanon's discussion of the inferiority complex of 
educated elites in the Antilles'5， 
The comparison is useful, however, in so far as many Chinese 
intellectuals did, without hesitation, agree with Western and Japanese 
Orientalist views of China and its culture, siding themselves with the 
West or Japan in order to prove themselves more enlightened than the 
masses who supposedly held onto the traditional China that they were 
rejecting. (The Lure of the Modern, 24) 
And she develops it into an in-depth analysis of a hierarchy between intellectuals and 
the masses in Chinese context: 
14 Xie Changfa presents a thorough examination of the backgrounds and influences of the returned students in 
semicolonial China in The Educational History of Chinese Students Studying Abroad (Zho’哪uo liuxue iiaovu 
shi) (Taiyuan: Shanxi Educational Press, 2006). 
Black Skins. White Masks, trans. Charles Lam Markmann (New York: Grove Weidenfeld, 1967), 12-51. 
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The negative self-perception mimicking that of the imperialists also 
carried with it a class dimension, however. The target of harsh criticism 
in most cases was the uncultured and irrational masses, contrasted to the 
intellectual who presented himself as a rational critic of Chinese society. 
The object of criticism - the category of the "people" - most often did not 
include the intellectuals themselves, as their position as critics of Chinese 
society placed them above and beyond it. If the intellectuals felt inferior 
to the West and Japan then, this inferiority translated into superiority over 
the masses. This may be a form of mimicry prevalent in both the 
colonial and the semicolonial cultural conditions. For those intellectuals 
who subscribed to the perception that Japanese and Western cultures were 
superior, the masses became the site of objectification or anxiety, to be 
observed and dissected, then to be reformed or, in unfortunate cases, 
rejected. When obsessed with their accountability to the masses, 
intellectuals and writers expressed their moral anxiety in writing; more 
often than not, however, they supplanted this anxiety with a desire to 
remake the "people" to fit the cultural modernization paradigms that 
supported their leadership positions. (24-5) 
In other words, the superiority of "the West" and its "enlightening" position have 
been internalized by many Chinese intellectuals, and they themselves become the 




Such a class dimension of the relationship between the educated elites and the 
masses reminds the reader of many narrators in Lu Xun's stories. Shih takes Lu 
Xun's "The New-Year Sacrifice" and "My Old Home" (Guxiang) as rare exceptions 
of that popular interpersonal politics'^, "in which the intellectual returning from the 
city to the countryside is portrayed as an ineffectual and powerless agent of 
modernity, morally more suspect than the countryfolk themselves" (24). But these 
are not the only exceptions. In fact, many other intellectuals that Lu Xun creates 
appear "ineffectual and powerless". For instance, Lti Weifu in "In the Tavern" (Zai 
jiulou shang) used to be a progressionist, pulling off the idol's beards in the temple 
and discussing passionately methods of reforming China, but he has become "willing 
to let things slide and compromise", teaching the Confucian classics that he fought 
against in youth 195). "The Misanthrope" portrays a failed idealist Wei 
Lianshu who resignedly joins officialdom. Wei's last letter to the narrator presents 
his sufferings and struggles in an extremely cynical manner, saying that "at least 
there is no one left who wants me to live decently, and so no one can be hurt," and 
admitting that "I am now doing what I formerly detested and opposed. I am now 
giving up all I formerly believed in and upheld. I have really failed - but I have 
won" (SW, 241). What a desperate victory! 
"Regret for the Past" (Shangshi), a sad love story, can be thus read as about a 
failure of the intellectual as the enlightener, rather than as sentiments about love and 
the loss of it. Juansheng, a well-educated clerk, advocating Western learning 
16 Shih translates the titles as "Blessing" and "Hometown". 
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{Xixue) and freedom like many young people at the time, falls in love with Zijun and 
lives together with her against her family's opposition. Yet his passion for Zijun 
soon fades away as trivialities and economic pressure come in and he loses his job 
because of the love affair, and he finally comes to believe that Zijun has become his 
burden. The story ends in Juansheng's regret for his ruthlessness, since his lover 
dies after their breakup, but the closure is sentimentally hopeful as Juansheng claims, 
Since I am living, I must take a fresh start. And the first step is just to 
record my remorse and grief, for Zijun，s sake as well as for my own. 
All I have is weeping like singing as I mourn for Zijun, burying her 
in oblivion. 
I want to forget. For my own sake, I do not want to remember the 
oblivion I gave Zijun for her burial. 
I must make a fresh start in life. Hiding the truth deep in my 
wounded heart, I must advance silently, taking oblivion and falsehood as 
my guide... ( m , 270-1) 
This story is among the most popular works of Lu Xun, and is one of his very 
few pieces about love and relationship. Lu Xun's famous biographer Cao Juren 
finds the story highly realistic, illustrating Lu's pessimistic view of life and society 
as "a world without love" And some critics even suggest that the breakup 
between the young lovers alludes to the estrangement between Lu Xun and his 
brother Zhou Zuoren. But I agree with Patrick Hanan and Leo Lee that the story 
17 Cao Juren, Critical Biography of Lu Xun (Luxun pinezhuan) (Shanghai: Fudan University Press, 2006) 201-2. 
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contains moral criticism towards Juansheng, the narrator. For Hanan, Juansheng is 
a "slightly false, or at least inadequate" personality who "does not quite do moral or 
emotional justice to the lover he has rejected", and the abandoned lover is a "social 
victim" ("The Technique of Lu Hsun's Fiction", 87). Leo Lee takes one step 
further, arguing that the whole story is "a parody of the typical May Fourth romantic 
story. Juansheng narrates the story "in an excessively sentimental manner 一 
without, however, truly realizing the depth of his own failings as a typical May 
Fourth romantic intellectual" (Voices from the Iron House, 63). 
The story can become a more powerful irony once we take into consideration 
the enlightenment paradigm between intellectuals and the common people. From 
the very beginning, Juansheng's attractiveness involves the "aura" of ideas like 
freedom and individual rights. He would talk to Zijun about "the tyranny of the 
family, the need to break with tradition, the equality of men and women, Ibsen, 
Tagore and Shelley . . . " and Zijun "would nod her head, smiling, her eyes filled with 
a childlike look of wonder" (250). Just like the masses in front of the educated 
elites, Zijun is a person to be enlightened, reformed and rescued. And the 
"enlightenment" seems very successful at first when she bravely claims, 'Tm my 
own mistress. None of them has any right to interfere with me" (251). Juansheng 
later thinks that "her courage and fearlessness then were owing to love", but what 
really brought her courage are the rosy illusions of a free and independent life rather 
than falling in love with Juansheng himself. And the passion and excitement 
Juansheng feels pretty much resemble the sense of accountability of a social 
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reformer: "I was unspeakably happy to know that Chinese women were not as 
hopeless as the pessimists made out, and that we should see in the not too distant 
future the splendour of the dawn" (251). Therefore, the relationship is never an 
equal one, as the man is the superior enlightener and leader while the poor girl is the 
object of modernization. 
But the supposed enlightener turns out to be totally ineffectual in face of the 
reality of life. When Zijun is disturbed by his unemployment, Juansheng thinks of 
shrinking back into his single life: "More put out than ever, I had a sudden vision of 
peaceful life - the quiet of my shabby room in the hostel flashed before my eyes" 
(257). When Zijun is minding the pets, he complains about his place as "only 
somewhere between the peke and the hens" (259). And his high-sounding belief in 
freedom and equality even becomes an excuse for abandoning Zijun, as he defends 
himself pretentiously, 
Actually, when on my own I had managed all right, although too proud to 
mix much with family connections. Since my move I had become 
estranged from my former friends. But if I could only take wing and fly 
away, I still had plenty of ways to make a living. The wretchedness of 
my present life was largely due to her - getting rid of Asui [(the peke)] 
was a case in point. But Zijun seemed too obtuse now even to 
understand that. (260) 
Juansheng summarizes what they have between each other as "blind love", and when 
he is hiding himself in the warm library, he wonders meanly why Zijun "[doesn't] 
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look particularly thin" (262). He even comes to think that the "only hope lay in 
parting" and that Zijun “ought to make a clean break" (263, my emphasis). As if to 
rescue her, he has encouraged her to leave home, but when life becomes hard and he 
becomes unable to sustain the relationship, he easily shrugs her off, leaving all the 
pressure to her. The superior intellectual is represented as a powerless escapist, and 
the bankruptcy of their love is also the failure of the enlightenment promise. 
Therefore, by allowing his reader to see the fragility of the intellectual in such a 
sentimental and subjective narration, the author questions the legitimacy of viewing 
intellectuals as enlighteners, and thus questions the whole Enlightenment paradigm 
behind the intellectual-mass relationship. 
"A Painful Case" in Dubliners also tells a story of failed love, in which there is 
another kind of contrast between the common people and the intellectual. The 
solitary bank cashier Mr. Duffy starts a relationship with a married woman Mrs. 
Sinico, but cuts her off when she takes the intimate move of putting Mr. Duffy's 
hand against her cheek. Mr. Duffy reads in a newspaper report of Mrs. Sinico's 
death four years later, feeling at first angry and shameful but later grievously 
remorseful. 
The story differs from typical romantic love stories in that Mr. Duffy breaks up 
with Mrs. Sinico not because of weariness or having a new sweetheart, but because 
Mrs. Sinico's attempt towards physical intimacy threatens his obsession with 
spirituality and intellectuality. If Juansheng's image from Zijun's perspective is 
painted with colors of western freedom and equality, the picture of Mr. Duffy evokes 
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another element of modern life, namely the sense of alienation. Here I'd like to 
borrow Seamus Deane's inspiring interpretation in "Dead Ends: Joyce's Finest 
Moments" that Mr. Duffy embodies modernity: 
It may be that Mr. Duffy considers himself to be a good Nietzschean in 
ultimately defending his solitary integrity against the decadent feelings of 
a Mrs. Sinico whose behavior is very much like that of the despicable 
herd. It hardly matters whether he has molded himself upon a well- or 
ill-judged version of Nietzsche's thought as it is expounded in Thus Spake 
Zarathustra or The Gay Science. The point is that it is a derived identity, 
based on alienation from himself and from others. Mr. Duffy is not 
someone deprived of modernity; he embodies it. (Derek and Howes, 25) 
For Deane, Mr. Duffy's denial of sexual love and of socialism are two forms of the 
same thing - both "are snares that would violate the integrity of his 'heroic' solitude" 
(26-7). Yet since it is Mr. Duffy who takes the initiative to "become intimate" on 
their second meeting, his "forc[ing] her to ask him to her house", his refusal and 
breaking off, and his revulsion at the first reading of the report all become selfish 
and hypocritical, and the alienation of the modern self thus becomes morally 
suspicious and feeble. He "had been outcast from life's feast" by no one else but 
himself (113). 
Moreover, there are peculiar details in Mr. Duffy and Mrs. Sinico's relationship 
that echo with the one between Juansheng and Zijun. The relationship is 
established very much in their intellectual intercourse: 
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Little by little he entangled his thoughts with hers. He lent her books, 
provided her with ideas, shared his intellectual life with her. She listened 
to all. 
Sometimes in return for his theories she gave out some fact of her 
own life. With almost maternal solicitude she urged him to let his nature 
open to the full [...] (D，106). 
The picture reminds one of how Zijun is attracted by Juansheng's thoughts on 
freedom and equality and how Zijun later manages to sustain their life with the 
meagre income. What's more, Mr. Duffy finds himself respected and even 
worshipped by Mrs. Sinico, thinking that "in her eyes he would ascend to an 
angelical stature," just like Juansheng is looked up to by Zijun (107). Though there 
is hardly any explicit evidence in "A Painful Case" showing that Mr. Duffy is there 
to enlighten or reform Mrs. Sinico, the presumed superiority and actual inadequacy 
of the male character are quite clear. In each of these stories, the more intellectual 
party throws out engaging theories and ideas like individual freedom, equality and 
independence, but their alleged protection of those theories is really a desertion of 
the other party who has opened to the full, and their remorse afterwards becomes 
even more cruel than the desertion. The failed love, therefore, mirrors the 
impotence of the intellectuals who are armed with modernity and liberalism, and 
subsequently the author's doubts towards the foreign land of the imperial nations 
that have been "authorized" "as the home of Reason, Progress, and Modernity"'^. 
Cyan Prakcsh "Subaltern Studies as Postcolonial Criticism." quoted in Shih Shu-mei, pp.1, n. l . 
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Chapter 4 Rescuing the nation through language 
As discussed in the introduction, there is a strong sense of moral responsibility 
in Lu Xun and James Joyce's writing careers. Both writers wrote not merely for 
linguistic experimentations and personal expression, but also to achieve certain 
social effects. Realizing that the malaise of Chinese people was not to be found in 
physical reasons, Lu Xun attempted to become a doctor of the nation's spirit. 
Meanwhile, though Joyce never allowed others to alter his works for reasons of 
accessibility, it is true that he did value readership a lot if we consider his great 
efforts to get published. For both writers, the literary text is heavily relevant in the 
real world, and at times, as this thesis seeks to demonstrate, the relevance is 
politically weighted. Moreover, through the imaginary creation of language, they 
have permitted possibilities that are depressed by straightforward position-taking. 
The linguistic creation is thus empowered with political influence in a broad sense. 
In this chapter, discussions will focus on how political struggles are represented in 
literary texts and how stories with ambiguity, contradictions and dialectical 
oppositions can be politically meaningful. 
1. Disillusionment with the political revolutions 
Interestingly, in spite of a conspicuous discrepancy between the two writers -
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Joyce had been read as an apolitical modernist for many years until the last two 
decades or so, whereas Lu Xun has been set up as "a great revolutionist" by the 
official Marxist discourse'^ - Joyce and Lu Xun have both written about the failed 
revolutions in their stories in highly ironic ways, especially when we read Joyce's 
"Ivy Day in the Committee Room" (1905) and Lu Xun's "The Story of Hair" {Toufa 
de gushi) (1920) side by side. Both stories are set on a day of commemoration: 
Joyce's Ivy Day refers to the death day of Charles Stewart Parnell and Lu Xun's 
Double Tenth Day celebrates Xinhai Revolution. Neither of the commemorations 
is constructive or inspiring, yet the devious irony is rather revealing of the authorial 
position in the issue of the nationalist revolutions. 
In "Ivy Day in the Committee Room", the characters gather together for the 
municipal elections, and except for Mr. Hynes, they are all hired to canvass for 
Richard J. Tierney. But in their conversations, we hear little devotion to the 
political activities. In spite of their different political stances according to their 
arguments, they have one thing in common - their lack of faith and seriousness in 
political issues. Politics for them is nothing more than livelihood, topics of 
conversation and occasions of drinking. Mr. O'Connor, for instance, tears off an 
election admission card to light his cigarette, showing no respect for the elections at 
all. And from time to time, he talks about when he will get payment from Tierney, 
as if it is the only thing he cares about in the whole activity. In fact, Joyce masterly 
19 Chairman Mao praised Lu Xun in "On New Democracy" {Xin minzhu zhuyi hm) that "Lu Hsun was the 
greatest and the most courageous standard-bearer of this new cultural force. The chief commander of China's 
cultural revolution, he was not only a great man of letters but a great thinker and a great revolutionary." Mao 
Tse-tung, Selected Works of Mao Tse-tung (Peking: Foreign Languages Press, 1967) 372. 
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points to his idleness in the first appearance of him when he undoes the cigarette 
"meditatively" and rolls again "meditatively" and "after a moment's thought 
decide[s] to lick the paper" (D, 115). The repetition of the word "meditatively" and 
the deliberate emphasis on the action of thinking reveal the absence of thinking 
rather than its presence. It is very likely that Mr. O'Connor has been sitting by the 
fire for a long time, wondering about his payment or even about nothing. Later in 
the story, he gets excited when Mr. Henchy mentions "the dozen of stout" and asks 
immediately if there is "any chance of a drink itself, though he has just heard about 
the drinking problem the son of Old Jack has. And that proposal is welcomed by 
all, turning the idle evening into another drinking party (124). 
Mr. O'Connor's indifference and superficiality are shared by other characters. 
When talking about Tierney, whom they are supposed to work for, Mr. Henchy calls 
him "mean little tinker" and "mean little shoeboy of hell" (120). He also suggests 
that the candidate is involved financially with the City Fathers and jokes about 
becoming a City Father himself. Participating in the elections, these Dubliners 
choose to be bystanders and take the elections merely as bread-earning jobs. And 
the contempt and sense of justice they show in their criticisms are feeble and 
double-dealing, arising not from political thoughts but from gossips of others' social 
background and private life. Their quarrel over King Edward's visit is highly ironic, 
when Mr. Henchy argues that Parnell is dead and Irish people should welcome King 
Edward in order to be benefited financially, and when Mr. Henchy asks Irish people 
to "play fair" shortly after his deriding Tierney for a poor origin. The argument 
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falls on whether they should accept a person who is as controversial in personal life 
as Parnell, and is finally ended with more drinks and a sentimental poem recitation 
for Parnell ’s anniversary. 
The poem, following a long meticulous narration of the small talks in the drab 
and sordid scenes, creates an ironic climax of the commemoration. In fact, the 
anniversary of Parnell is not mentioned directly for most of the time, and it is 
obviously not the reason for the gathering, yet the title reminds the reader of the 
occasion from the very beginning of the reading experience, and whenever the name 
of the "Uncrowned King" is referred to, there is a sense of sentimental yearning for 
the days before the fall of Parnell. This particular deployment of the date makes 
the story more profound than a direct satire. On the one hand, the characters utilize 
the political business as opportunities for jobs, gossips and drinks, and there is a 
sense of corruption, conspiracy and betrayal in the small talks. On the other hand, 
the feelings they show for Parnell are not completely affected and the admiration and 
respect they display are sincere. When the recitation is welcomed by a burst of 
clapping, the characters are moved by their own emotion and the scene is somehow 
moving. And if we consider that James Joyce himself once wrote a poem on 
Parnell's death in his youth and, according to his brother Stanislaus Joyce, he even 
planned to include it in the first draft of A Portrait of the Artist^, we can hardly say 
that the poem is a pure parody and satire. Like most of the stories in Dubliners, 
“Ivy Day in the Committee Room" does not have much progress or development in 
2() Joyce. Stanislaus. Recollections of James Joyce (New York: The James Joyce Society, 1950) 32. 
66 
its plot, and the overall shade is murky and dank. The death of Parnell has been 
kept in the background for most of the story and the characters are moving around 
idly with trivial conversations and petty greed and beer bottles and cigarettes in their 
hands. Arranging the story in this way, Joyce allows a mixture of feelings in 
reading the final poem recitation: it is sentimental and gloomy as well as ironic and 
laughable. And the characters are to be both criticized and sympathized with at the 
same time. 
The politics in this story, as Emer Nolan observes in James Joyce and 
Nationalism, is highly personalized rather than following the modern style of 
anonymous mass politics: "a person is criticized only after he has left the room" and 
the "electioneers enquire about the canvassed individuals by name" In this 
sense, what the author satirizes in the story is not a particular group of people or 
certain political stance, but a general political environment and atmosphere in Dublin 
then. The satire, therefore, is pretty much another showcase of failure and 
incapability to escape - pictures of public life and personal life are different aspects 
of the same condition of Dublin, "the current impossibility" in Nolan's words. And 
the characters, though they might be reproved as chit-chatters and drinkers, are the 
common people who live in such a political environment. Thus, Parnell's failure is 
that the political environment did not essentially change after his efforts. With 
electioneers and citizens like these, the Irish society could only rely completely on 
21 Nolan further argues that Joyce "satirize[s] the Dubliners by implicit contrast with a more modern community 
of equal, autonomous individuals, rather than register any nostalgia for the kind of face-to-face community which 
the form of his stories - which retains something of the 'collective hero' of folktale - may seem to evoke." 
Emer Nolan, James Joyce and Nationalism (New York: Routledge, 1995) 30. 
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the political leader, and once the leader fell, the light of hope disappeared. They 
appear to remember Pamell and his nationalism all the time, but what they really do 
is betraying him without knowing it. 
The commemoration of failure in Lu Xun's "The Story of Hair" is presented in a 
much more cynical and weird manner. The story is told by a first-person narrator, 
who is visited by a senior colleague Mr. N, an "eccentric" man who often "talks 
nonsense" (C, 41). When the narrator tears off a page from the calendar, he notices 
that the day is October 10，the National Day, but it is not marked on the calendar. 
The mentioning of the date is followed by a long monologue of Mr. N, starting from 
a brief history of the queues of Chinese people since the Manchu's conquest, and 
quickly moving to his own experience of cutting off the queue in Japan. After 
coming back to China, Mr. N had to wear an artificial queue that he bought in 
Shanghai, but there was still much trouble for him since the lack of a queue was 
associated with the revolutionaries. He finally dropped the fake queue regardless of 
the derision and laughing on the street, but was later caught between the radical 
students and the conservative colleagues when he became a school dean. When he 
comes to the end of his own troubles of hair, Mr. N criticizes the idealists who 
advocate cutting young girls' hair short, since the girls are expelled or denied entry 
into school just for this reason. The talk becomes more and more "outrageous" 
when Mr. N quotes from the Russian novelist Artzybashev that the revolutionists 
promise a golden age for the future generation but offer nothing for the current one. 
Realizing that the narrator is not interested in his talk, Mr. N ends his monologue and 
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departs, thus ending the whole story. 
Through the voice of Mr. N, the story produces some harsh criticisms upon the 
revolution and the political movements, the most obvious targets being the 
superficiality of revolutionary movements and people's forgetting the past, even the 
very recent past. The main topic of Mr. N's monologue is the queue of Chinese 
people, which is certainly one of the major symbols of Manchu oppression upon Han 
people and has been explored in both literature and social criticism. Lu Xun 
himself produced some of the most influential works on the subject matter of hair 
style, creating servile characters like Ah Q in "The True Story of Ah Q" famously 
with a queue. (The shape of the letter Q also resembles a head with queue.) In 
this story, the focus is, instead of on the suppression and enslavement perpetuated by 
Qing dynasty, on the dilemma and reluctance of the common people in front of the 
cultural symbolisms of hair. As Mr. N complains, Chinese people "have suffered 
for centuries on such worthless thing" so much so that it is both "the treasure and the 
foe" (42). This angry critic points out that when the revolutionaries reprinted the 
records of the heroic resistance in the massacres in Yangzhou and Jiading in 1645, 
one year after the Manchu’s conquest, the reprinting was only a method of 
propaganda - people did not fight back to guard the motherland; they were killed 
simply because they didn't want the hair style, which Mr. N believes is meaningless. 
And the tragedy continued even though Han people finally adopted the queue: 
whenever there was a revolt, the masses were caught between the government and 
the rebels; with or without the queue, they were in danger all the same. What N 
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attempts to deny is exactly the official discourse of the symbolic meaning of hair. 
For him, the revolutionary elimination of the queue is as terrible as the Manchu's 
imposing it, and people are just worried about how they should keep their hair for 
the sake of the social pressure. From his recounting of the young students, there is 
a strong sense of ridicule and randomness in the cutting hair movement, and even 
those who cut off their queues voluntarily hardly understand what they are doing for. 
Therefore, the story of hair given by Mr. N is an ironic story about how a nation 
never changes and its people suffer from meaningless things like controversies over 
hair style. Political movements thus become superficial games that always bring 
troubles and sufferings. 
Another complaint Mr. N makes is how easily Chinese people forget about their 
past. He opens his talk by saying people don't remember the National Day, "so 
what if [the mark is] not there, the calendar has forgotten this day, so what?" (41) 
Indeed, there is no big difference for the common people whether it was still Qing 
dynasty or the Republic, which is the most pathetic failure for the revolutionaries. 
People put out a flag only because the police remind them, and even then, they forget 
to take it in at day's end. They forget about how hundreds of thousands have 
sacrificed for the revolution, and how different the country should be after it. 
"They've forgotten commemoration, and commemoration has forgotten them as 
well!" (41) And when Mr. N talks about the tombs of the martyrs, it reminds the 
reader immediately of the dead revolutionary in "Medicine" whose blood is 
consumed to cure tuberculosis. It seems for Mr. N，China is a nation where blood 
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is shed in vain, and where people don't really care, which is a very strong 
condemnation. The short memory of Chinese people is almost as abominable as Ah 
Q's self-deceiving "spiritual victory". 
All these criticisms from Mr. N point to some key issues in the failure of the 
Xinhai Revolution and several movements afterwards, hence the story offers some 
critical and valuable mirrors. Yet this is also a very puzzling story with 
contradictions and gaps in it. The subject matter of oblivion (wangque), for 
instance, has been raised frequently in Lu Xun's works, both fictional and 
non-fictional. And as in many of the other works, it has more than one single 
implication in “The Story of Hair". In this story, after complaining that people 
have forgotten the significant day, Mr. N reveals something very important about 
himself, "I am also among those who forget. If I commemorate, what happened 
around the first Double Tenth Day will all come to my mind, which makes me 
restless." (41) And later he says "I can't bear remembering these" and changes the 
subject into the history of hair (42). It seems that there are at least two kinds of 
forgetting in this story: Mr. N has not really forgotten, but has forced himself not to 
recall the memory, while others just don't remember. The memory of the sacrifice 
in the revolution is too heavy for Mr. N but not heavy enough to arouse most of the 
other people. And witnessing all the neglect and indifference, Mr. N chooses to be 
a cynic and to blame the idealists. "Life is still happy if they forget all these, but if 
they remember words like equality and freedom, they will suffer for their whole life" 
(45). This is the conclusion Mr. N offers in the story, but is it also the author's? 
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The structure and narrative arrangement of the story is also very disturbing. 
Except for a few brief interjections of the unnamed narrator, the whole story is made 
up of the monologue of Mr. N. And unlike Joyce's tactful mapping out in "Ivy Day 
in the Committee Room", this story is loosely and unbalancedly structured. There 
are few transitions in the change of topic and emotion of Mr. N, and the first-person 
narrator seems very redundant, hardly offering any information. The way this story 
ends is very strange as well - in the last line Mr. N bids farewell, "Sorry for having 
disturbed you. Fortunately it is no longer Double Tenth Day tomorrow, so that we 
can forget them all" (45). Most critics find the story a strange minor work and 
seldom discuss ir~, but I think the gaps and puzzling points should not be dismissed 
as flaws, but be examined together with other stories by Lu Xun. In fact, the 
seemingly problematic parts can be very suggestive if they are reread alongside other 
stories and the life story of Lu Xun. 
Indeed, there is no other story structured like “The Story of Hair" in Lu Xun's 
collections, but similar cynicism and pessimistic views over the revolution and social 
reform can be seen in some other characters he created. For instance, Lii Weifu in 
“In a Tavern" and Wei Lienshu in "The Misanthrope" are both disillusioned idealists, 
who are trying to forget about the past and seeing little hope in the future. And like 
Lu Xun himself, both two characters and Mr. N have working experience in the 
profession of education, and we can see cynicism, self-deception and embarrassment 
in these characters. Unlike the masses, they are educated and sensitive enough to 
22 One exception is Leo Lee Ou-fan's brief analysis of the “loner” image of Mr. N. He includes N into his 
discussion about how the "defiant madman" has transformed into the "embittered cynic" in Lu Xun's works. 
Lee, Leo Ou-fan, Voices from the Iron-House (Bloomington: Indiana University Press, 1987) 79-80. 
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perceive the fundamental problems of Chinese society, but they see little possibility 
to change it and are very reluctant to "enlighten" others. Oblivion is their method 
to escape from the cruel reality of their failure of reforming the country. Therefore, 
the misanthrope Wei Lienshu is, to some extent, a fuller version of the soliloquizing 
Mr. N. And by presenting a detached narrator as the listener of Mr. N, the story 
allows two layers of criticism - Mr. N's satire of the ridiculous political movements 
and the indifferent masses, as well as a critical distance from the resentful Mr. N. 
In a way, the abrupt style of the story and the harsh manner of Mr. N make both the 
social situation and the cynicism disturbing for the reader. And as Lu Xun states in 
the "Preface to Call to Arms'' that he wrote to "wake up" people, the disturbance, 
though not as strong as what "A Madman's Diary" arouses, is not altogether 
ineffective. 
In addition, the critical distance from Mr. N that this narrative creates can be 
also regarded as a self-effacement of the author. As mentioned earlier, the character 
Mr. N has much in common with Lu Xun himself. His experience of cutting off the 
queue in Japan and wearing an artificial one back in China is just recounting Lu 
Xun's own experience. And to the end of the story, in Mr. N's quotation from 
Artzybashev on having nothing to offer to people at present, we can clearly hear 
echoes of Lu Xun's words in the preface to the collection, 
Now if you cry aloud to wake a few of the lighter sleepers, making those 
unfortunate few suffer the agony of irrevocable death, do you think you 
are doing them a good turn? {SW, 37) 
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Doesn't this sound like Mr. N's condemnation of the idealists? 
But the preface is no less suspicious than the story. Lu Xun mainly explains 
how he has come to write short stories and that though he promised to call to arms, 
he remained convicted in his own pessimism. The following paragraph shows how 
his cynicism ran through his writing even after he agreed to join the battle. 
As for myself, I no longer feel any great urge to express myself; yet, 
perhaps because I have not entirely forgotten the grief of my past 
loneliness. I sometimes call out, to encourage those fighters who are 
galloping on in loneliness, so that they do not lose heart. Whether my cry 
is brave or sad, repellent or ridiculous, I do not care. However, since it is 
a call to arms, I must naturally obey my general's orders. This is why I 
often resort to innuendoes, as when I made a wreath appear from nowhere 
at the son's grave in Medicine, while in Tomorrow I did not say that 
Fourth Shan's Wife had no dreams of her little boy. For our chiefs then 
were against pessimism. And I，for my part, did not want to infect with 
the loneliness I had found so bitter those young people who were still 
dreaming pleasant dreams, just as I had done when young. (38) 
On the one hand, Lu Xun as an author attempted to wake the "dying" masses with 
his writing and to offer a somewhat bright vision of the future. On the other hand, 
as an alert observer, he could not expel his own skepticism and reluctance. The 
twists and ambivalence in the story are therefore reflective of the conflicts in the 
author's mind. In this sense, to add a first-person narrator who considers Mr. N 
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"eccentric" is, to a certain extent, to efface the author. The short story thus 
becomes rich in its implications: Mr. N's criticism satirizes the prevalent indifference 
in society, and at the same time, since Mr. N, who shares the author's experience and 
skepticism, is mocked when he is presented as a rude and "eccentric" man, the story 
can also be understood as a self-mockery of the author."^ Up to this point, the 
ending of the story takes on another possible meaning - when Mr. N bids farewell to 
the narrator and ends the story, it is as if the author says goodbye to his readers and 
tells them that they can forget all, yet the ironic tone of the word "fortunately" shows 
that neither Mr. N nor the author can really forget. And surely the author does not 
want his readers to forget. 
The ambivalence and disguise can reveal two aspects of the picture. On the 
one hand, literature is never a transparent mirror of the author's position; like in Lu 
Xun's identification with Mr. N, the author can choose to hide himself in irony and 
mockery while still expressing some of his opinions. In this particular case, the 
distance and distortion, in a sense, might be there for the sake of the author's own 
feeling. And on the other hand, the distance and oddity are still detectable, making 
the reading a manifold experience: critiques of the masses, the revolutionaries and 
the cynics can be heard at the same time, and the story cannot be concluded with 
simple stands. Back to the case of Joyce's electioneers then, the autobiographical 
element in mourning over Parnell with poetry works in way similar to Lu Xun's 
Eva Shan Chou explores the story in the context of its autobiographical connections, and she also believes that 
the monologue of N is Lu Xun's own monologue in disguise. Eva Shan Chou, “‘A Story about Hair': A Curious 
Mirror of Lu Xun's Pre-Republican Years," The Journal of Asian Studies. Vol. 66, No. 2 (Ann Arbor, Mich.: Far 
Eastern Association, 2007) 421-59. 
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disguise, only Joyce's style is more at ease and refined. With irony and twists of 
ideas, both writers make the game of choosing sides disturbingly difficult and 
present a political landscape that is much more complex than what the nationalist 
discourse describes. Politics is part of the daily experience of their characters, and 
even when they are harshly satirized and attacked in front of the reader, both writers 
somehow share with them their feelings, consciously or unconsciously, and the 
tension between the critique and sympathy is part of what makes the short stories 
valuable. 
2. Literary experimentations as alternative salvation 
"Ivy Day in the Committee Room" and "The Story of Hair" are not the only 
examples in which these two authors allow conflicting voices to emerge and remain 
obscure. In fact, literary features like parody, irony, playfulness and openness can 
be seen very often in the stories of James Joyce and Lu Xun, and I'd like to argue 
that it is their deployment of the heterogenous elements, both literary and conceptual, 
that brings the stories a critical power, which cannot be achieved by any unified 
ideologies. 
Perhaps the most common reading of Dubliners is that everyone in the city 
seems to be trapped in a web of despair and can never escape. And as I discussed 
earlier, the stories suggest that social forces like Catholicism and colonial 
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exploitation should be blamed. However, there are still many ambiguities and gaps. 
We as readers are held back from some information, and can hear different voices 
and possibilities between the lines. For instance, in the opening story of the 
collection, there are obvious, and very possibly deliberate, ellipses in the 
conversation between the two sisters about the dead priest, so that we don't know 
exactly what has happened to the priest and between the boy and him, and the 
pictures the narrator sees in dream make the story more troubling and uncertain. In 
"An Encounter", we do not know what the narrator sees and how exactly he 
perceives the old man at such a young age. In "Araby", though there are 
suggestions of the commerciality and vulgariy of the adulthood, the story still 
permits multiple interpretations at the end, giving us no definite conclusion. In 
"Clay" the narrator seems to be uncertain in his / her perspective: one minute the 
narrator is identifying with Maria, hearing what she is thinking, and the next minute 
he / she is silent about how Maria thinks. And in "Eveline", though the story can 
be easily read as a typical presentation of physical immobility and spiritual paralysis 
in Dublin, we can't be sure if it is Eveline's own inactivity that imprisons her, since 
there are references to what she felt as warmth in her prison-like home. Again, 
criticism and sympathy are evoked at the same time, and speculations are invited. 
The ambivalence and duplicity are explored also in the concluding story "The 
Dead" of the collection. Focusing on the protagonist Gabriel, the story revisited 
many themes and motifs that have appeared in previous stories with the greatest 
creative tensions. The conflicts or linkage between individual and nation, life here 
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and outside, the present and the past, and death and life, can be all experienced in the 
character Gabriel. As the only character in the whole collection who speaks out 
overtly his detestation of Ireland, Gabriel is obsessed with European styles and 
fashions and detached from his own nation, but it is hard to tell whether it is because 
he is really "sick o f Ireland or simply because of the lure of the outside. The 
reader is not given any specific answer to why Gabriel is so sick of Ireland and why 
he does not leave the country like Joyce did. While sitting in the room, Gabriel 
often wonders about "[h]ow cool it must be outside," just like he refuses to 
understand and experience his own culture (D, 192). Thus, the feeling of being 
awkward and out-of-place might be a result of either the arrogance and detachment 
on his own part, or of the depressive culture. 
Hit heavily by the story of young Michael Furey who died for Gretta, the 
protagonist takes a harsh look of himself, and seems to have come to an epiphany, a 
better understanding of his own life, thus the living is inspired of life by 
remembering the dead. But whether that epiphany brings hope remains in question. 
For instance, there can be different interpretations of the sentence “[t]he time had 
come for him to set out on his journey westward" in the last paragraph. The 
western Ireland is where the culture is more traditional and un-British and where the 
nationalists like Miss Ivors seek for the lost history of Ireland. So it can be 
suggesting that Gabriel is going to take a different attitude towards his own culture 
and finally accept it. But the sentence can also be read as Gabriel's "acceptance of 
oblivion and forgetfulness" (Bulson, 46), in which case the connection between the 
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past and the present as well as between the dead and the living will be sadly lost. 
Moving on in forgetfulness, "passing boldly into that other world" (D, 224), Gabriel 
might be living a better life, but paradoxically, even that inspiration comes from 
Gretta's memory of the past and of the dead. And who did live "in the full glory of 
some passion" is now buried in the earth (224). 
Similarly, the symbolism of snowing also has multiple readings. If focusing 
on the reference to rebirth in the image and the continuing expansion of the narrative 
into the universe, we may find the ending rather life affirming, implying a revival 
and an overall unity. On the other hand, however, the sound effect of the paragraph, 
especially in its repetition, produces a feeling similar to trance and sleep, and the 
shadows of death have haunted many conversations at the party. But life and death 
are just two sides of one coin. The story is about the living and the dead, and about 
how the living is already dead spiritually. Besides, death is also part of rebirth. 
Thus we may argue that the ambivalence in the story offers a dialetical opposition in 
which the reader is not promised with a bright future, but with possibilities of it. 
If Joyce's dialectical opposition is deliberately mapped out, the duplicity in Lu 
Xun's stories probably exposes the author's conscious skepticism in some cases and 
the intrisic conflict between a critical writer and the totalizing political discourses in 
other cases. "A Madman's Diary", for example, has been raised up as the hallmark 
of Lu Xun's social criticism in literature, and the ending appeal to the future 
generation is read dominantly as typical May Fourth-styled progressivism. But Leo 
Lee wisely points out that the fact that this madman has already been cured annuls 
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the progressive meaning, so that he achieves a double irony with the literary form of 
texts-within-the-text. Irony is indeed a common device in Lu Xun's works. In 
"Regret for the Past", as I discussed in the previous chapter, the seemingly sincere 
confession of the narrator forms in turn a mild irony of the feeble intellectuals like 
the protagonist. 
Like the snow in the end of "The Dead", there is also a bewildering symbolic 
ending in "Medicine", in which there appears "a wreath of red and white flowers" 
"at the top of the mound" as if the young martyr works a wonder (SW, 66). His 
mother asks the spirit to "make [the] crow fly on to [his] grave as a sign", but the 
crow flies into the sky, refusing to sastify the poor mother (67). Lu Xun's own 
explanation is that he "resort[s] to innuendoes" in order to "obey [the] general's 
order" and to avoid pessimism ("Preface to Call to Arms", 38). But I believe that 
the arrangement of the flowers and the crow are too uncanny to be hopeful signs. 
And if they were indeed positive signs, the hope would be too superficial and 
affected, confirming instead the superstitions that have victimized the characters, 
like taking human blood as medicine.24 Therefore, the mysterious symbolism 
consists at least two layers of implications, and the ambiguous gesture adds to the 
critical strength of the story. 
There are other examples in which the traces of deliberation and "innuendoes" 
disclose Lu Xun's distance from, and sometimes doubt and dissent toward, “the 
general's order" in New Culture Movement. In "In a Tavern" and "Misanthrope", 
Leo Lee presents the possibility of a Taoist reading of the ending, taking it as an irony and an abstract spiritual 
inquiry. See Lee, Leo Ou-fan, Voices from the Iron-House (Bloominglon: Indiana University Press, 1987) 
67-8. 
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the narrator tells an encounter / a relationship between a disillusioned intellectual 
and himself, and ends the story with how he walks away. And in both endings, 
there is a sudden sense of relief and hopefulness after a bitter account: 
"In the Tavern": 
We left the tavern together, parting at the door because our hotels lay in 
opposite directions. As I walked back alone to my hotel, the cold wind 
buffeted my face with snowflakes, but I found this thoroughly refreshing. 
I saw that the sky, already dark, had interwoven with the houses and 
streets in the white, shifting web of thick snow. 201) 
"Misanthrope": 
The damp road glistened, and I looked up at the sky where the cloud 
banks had scattered and a full moon hung, shedding a cool light. 
I walked with quickened steps, as if eager to break through some 
heavy barrier, but finding it impossible. Something struggled in my ears, 
and, after a long, long time, burst out. It was like a long howl, the howl 
of a wounded wolf crying in the wilderness in the depth of night, anger 
and sorrow mingled in its agony. 
Then my heart felt lighter, and I paced calmly on along the damp 
cobbled road under the moon. (SW, 248) 
The change of emotions in these two endings is very abrupt, and the optimistic tone 
seems to clash with the rest of the story. This, as I see it, can be explained from 
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two aspects: the first being the deliberate "innuendoes" for the purpose of adding 
optimistic signs; the second concerns the autobiographical connections with the 
protagonists. The narrator remains a minor part in both stories, while the two 
protagonists share with each other cynicism, disillusioned idealism and 
western-styled education. In each case, the dialogue and discrepancy between the 
narrator and the protagonist have been emphasized, and the story is closed with an 
optimistic outlook from the perspective of the narrator, as if the narrator is to balance 
or correct the dark vision of the protagonist. And like Mr. N in "The Story of Hair", 
the protagonists in these two stories bear many features of Lu Xun himself, speaking 
out in a rather extreme manner what Lu Xun has said in essays and poetry. The 
conflicts between the narrator and protagonist thus resemble the conflicts within the 
authorial mind, and since "the general's order" according to the ideological 
principles of the movement cannot erase or depress such conflicts, the literary 
heterogeneity resists, to some extent, the unification of the political movement. 
All the traces of rhetorical and conceptual heterogeneity in these two stories 
above can exemplify a critical and even skeptical gesture that James Joyce and Lu 
Xun share in their fiction. This critical distance is not placed against one single 
force, but against any totalizing discourse, be it imperialism, cultural nationalism, or 
universal liberalism. Therefore, in resisting definite and reducive interpretations 
with constant critical scrutiny, their literary practice offers an alternative approach to 
rescuing the nation. 
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Chapter 5 Conclusion 
1. After the short stories 
In the previous chapters, I have attemptted to point out the critical 
consciousness James Joyce and Lu Xun display in their short stories. Their 
critiques are targeting at their native cultures as well as the imperial powers, both as 
political entities and ideological influences. And the complexity and heterogeneity 
of the stories offer us a literary showcase in which totalizing discourses like 
nationalism and modernity are highly problematic. Yet writing short stories was 
just an early stage in their literary career. The features above are further explored 
in their later works after the short stories, only in rather distinct manners with 
different concentrations. Thus it is necessary to sketch out their later development 
as a supplement before I go into the final conclusion. 
The novel A Portrait of the Artist as a Young Man appeared first in serial form 
and was then published in 1916，two years after the publication of Dubliners. But 
it was not strictly a sequel to or development of Dubliners’ because Joyce started 
working on it since 1904, when he wrote an essay "A Portrait of the Artist" for a 
Dublin literary review, Dana，whose editors refused to publish it. Joyce did not 
stop his project of reflecting on his own mind there, but went on in the next ten years, 
and finally finished it as a novel of five chapters in Trieste. Themes and issues like 
home, betrayal, politics and religion, which he explored in Dubliners, were now 
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presented in a more extended narrative. Two more key issues, language and art, 
were added as central considerations, for the novel captures Stephen's development 
from a passive child into a rebellious young man who rejects institutional forces for 
independent artistic life. Yet like in the stories in Dubliners, Joyce left the picture 
of Stephen's spiritual self with much complexity and ambiguity. To start with, the 
perspective of Stephen is complicated concerning many issues. The native 
language of Ireland, for instance, is conceived by the young Stephen as dead and 
should not be revived artificially for political reasons. Yet on the other hand, his 
acceptance of the English language is crossed with unease and reluctance: when he 
records how he masters the language better than his English dean, the language is 
both Irish and foreign for him: 
The language in which we are speaking is his before it is mine. How 
different are the words home, Christ, ale, master, on his lips and on 
mine! ... His language, so familiar and so foreign, will always be for me 
an acquired speech. {Portrait, 205) 
And Stephen's rejection of Irish nationalism is neither to be read as 
anti-nationalist or apolitical, since he is not really uninterested in endeavors like the 
Irish Revival and decolonization themselves, but is unwilling to surrender his own 
voice to any groups or movements. 
And secondly, the voice of Stephen Dedalus should not be taken directly as the 
voice of James Joyce himself, for in the first place, the novel represents a process of 
development and changing, and promises no final closure - we read about how 
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Stephen was like in the past and has become what he is now, and can only imagine 
without knowing exactly how he will be as a fully-grown artist. The artistic 
theories of Aristotle, Aquinas and Shelley announced in the novel are, therefore, not 
exactly what Joyce followed as a writer, but what Stephen believed in as a young boy. 
And the intellectual limitations of Stephen should not be ignored either. The 
influential Joycean Hugh Kenner insists on a sense of irony in the characterization of 
the protagonist. For Kenner, Stephen is presented in a somewhat similar style to 
Joyce's portraits of Jimmy Doyles, Mr. Duffy, and Gabriel Conroy in Dubliners 
And even the final declaration of independence is suspicious. Kenner points out 
that Joyce probably plays with the ambiguious meaning of the word "forge" in the 
famous statement, “I go to encounter for the millionth time the reality of experience 
and to forge in the smithy of my soul the uncreated conscience of my race": the word 
means both “to create" and "to copy" (qtd. in Bulson, 62). Another critic Pericles 
Lewis reads the word "uncreated" as godlike instead of as original and independent, 
an interpretation which is not altogether far-fetched since up to the end of the novel, 
Stephen has not abandoned religious vocabulary completely {Modernism, 
Nationalism, and the Novel，1-2). 
From 1914 to 1915，Joyce revisited in a dramatic attempt Exiles key themes and 
motifs like betrayal, exile, reconciliation between the past and the present as well as 
between individual and nation. Though the three-act play was not welcomed by 
most critics for a long time, and was not put on the stage until 1970，it has become 
Hugh Kenner. Dublin's Joyce (London: Chatto & Windus’ 1955) xii. 
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another key text to Joyce studies. Also in 1915, Joyce started working on Ulysses, 
which was published seven years later in Paris. As Bulson comments in his 
introduction to Joyce, “Ulysses is a version of Dubliners bursting at the seams" (71). 
And to a deeper degree than in Dubliners, the novel offers a polyphony of various 
ideologies and a critical consciousness in its juxtaposition of characters with 
different identities and political stances. In this novel, there are more than one 
single type of nationalism, and the notion of an essential Irishness is rejected 
especially in forms of exile, alienation and dislocation. The doubly marginalized 
Jew, Leopold Bloom, for instance, is at the centre of the novel with multiple alterity 
and "his persistent silent questioning of the status quo" (Williams, xiv). The 
hegemonic ideology, be it cultural nationalism or liberalism, is parodied and 
caricatured. And questions like national subjectivity are immediately 
problematized when anti-semitic Englishman Haines encounters Stephen and regards 
the Irish people and Irishness as necessary in constructing his own national identity. 
All the complexity of political situations and conceptual relations is indispensable in 
our measurement of the book's value. In addition, as a highly complicated and 
demanding book, Ulysses requires to be reread again and again, which in itself 
resists a linear progression and a straightforward conclusion. In fact, if one can 
recognize such a self-conscious resistance in Ulysses, it would not be too surprising 
to encounter the extreme fluidity and indeterminacy in Finnegans Wake, an even 
more demanding and inaccessible work by Joyce. 
Lu Xun, on the other hand, developed his literary career in an entirely different 
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direction. Besides the stories on semi-colonial China in Call to Arms and 
Wandering, he produced another eight stories between 1922 and 1935, which were 
compiled as Old Tales Retold. The materials for these stories are from Chinese 
mythologies and ancient historical stories, which are basically non-official sources. 
These stories contain elements like multiple symbolism, surrealism, parody and 
psychoanalysis, and though Lu Xun acknowledged himself that some of them are too 
"slippery" (youhua), the whole collection challenges the orthodox national history 
by fictionalizing and re-narrating it. And the satire and irony he devised in these 
"old tales" form critiques of the modern situations. 
But these were his last works of fiction. The rest of his creative writing 
consists of poetry and essays (zawen). His collection of prose poetry Wild Grass 
was compiled mostly between 1924 and 1925, while he still published short stories. 
In these short pieces of poetry, the reader is presented with highly fractured and 
surreal images and dark emotions. The discrepancy between the progressive 
discourse of the "general's order" and his skepticism, which has been discussed in 
the previous chapter, appears now in full view. And if the contraditions and 
conflicts are only preserved as marginal traces that expose the author's critical 
consciousness in the short stories, they are now depicted in depressive pictures of 
inner struggles with horror, hesitation, anxiety and a strong sense of nihilism. The 
pictures in his poetry are thus, to a certain extent, a magnified version of the 
uncertainty and dilemmas in his short stories, only that the author did not allow them 
to preside at the centre of the stories. 
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Ever since in 1926 when he left Beijing for Shanghai, Lu Xun had concentrated 
on translation and writing essays, most of which are very close to what is usually 
categorized as social criticism. It is rather controversial whether the essays can be 
viewed as "creative writing". For this question, Leo Lee argues that they should be 
included into consideration if we evaluate Lu Xun as a modern writer, in that he 
inherited in these essays the literary tradition in ancient China" and turned the 
legacy into works that are characterized with modernity. The variety and flexibility 
of the form is performatively cross-boundary and revoJutionary. And literary 
devices like satire, irony and playfulness, which can be recognized in his short 
stories, have become the hallmarks of his essays. Furthermore, in the pieces 
composed mainly before 1927，Leo Lee finds a "metaphorical mode, a form of 
expressing unsystematized thoughts through imagistic and aphoristic formulations 
which lend an allegorical dimension to the contents of the essay" {Voices from the 
Iron House, 114). This experimentation in the essays, I would argue, echoes with 
the suggestive and complex layers of implications in Lu Xun's stories, and is again a 
move beyond the straightforward mode of pseudo-rationalism. Even after he 
publicly advocated leftist movements, he remained skeptical and distant. What he 
saw in the revolutions are the moral commitment and tragic fate of the pioneering 
intellectual. Like in the stories, the dialetical tension produces a critical capacity 
that makes the author a great modern writer. Therefore, although Lu Xun stopped 
26 Traditionally, prose essays were much more dominant and influential than poetry and fiction in Chinese 
literature. And the variety of forms is one of the major features of this genre. In addition, because of the 
identity of most men of letters as official-scholars (shidafu), there is often an element of social criticism in the 
classical prose essays. 
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writing fiction in his later years, his critical consciousness remains powerful in other 
forms of literary creation. 
2. Exile and role of the intellectual 
The voluntary exile of Joyce is one of the most debated issues in Joyce studies, 
and one of the writer's own favourite topics as well. If only implied a will to leave 
the homeland in the person of Gabriel, Stephen Dedalus expresses this will of exile 
overtly, referring to it as part of his means of self defense: 
I will not serve that in which I no longer believe, whether it call [sic] 
itself my home, my fatherland, or my church: and I will try to express 
myself in some mode of life or art as freely as I can and as wholly as I can, 
using for my defence the only arms I allow myself to use - silence, exile, 
and cunning. (Portrait, 281) 
A few years later, Joyce raised questions in Exiles to this status of exile, 
especially the voluntary kind, through the voice of Rober Hand, who stays in Ireland 
while his friend leaves and returns. 
Not the least vital of the problems which confront our country is the 
problem of her attitude towards those of her children who, having left her 
in her hour of need, have been called back to her now on the eve of her 
longawaited victory, to her whom in loneliness and exile they have at 
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least learned to love. In exile, we have said, but here we must 
distinguish. There is an economic and there is a spiritual exile. There 
are those who left her to seek the bread by which men live and there are 
others, nay, her most favoured children, who left her to seek in other lands 
that food of the spirit by which a nation of human beings is sustained in 
life. {Exiles, 142) 
Of course, this challenge to exiles should not be taken immediately as Joyce's own 
perspective, especially since the opposing character Richard Rowan obviously bears 
more attributes of the author. But critics have argued that both characters are 
"imaginative projection of Joyce himself and his attempt to reconcile with Ireland" 
(Bulson, 66). What I'd like to highlight in this quotation are the distinction 
between exile for practical reasons and spiritual ones, and the possibility of learning 
to love the homeland in exile. 
So the situation of exile is more intricate than position-taking. One could 
leave the country voluntarily while still staying spiritually with the motherland, or 
recover that bond through being an exile, or constantly involve but never "faithfully" 
stay with the nation. In the case of the play, Joyce refused to give a definite answer 
whether Richard would accept that critique from Robert and return for good. One 
thing for sure, Joyce himself never did that. 
As Edward Said has discussed in many occasions, the status of exile is an 
important one for many modern writers and intellectuals and, in Said's concept, for 
all real intellectuals. For him, there are also two kinds of exile, actual exile and 
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metaphorical exile, and both kinds are not to be "totally cut o f f {Representations of 
the Intellectual, 48). The actual exiles are in a "half-involve[d]" and 
"half-detach[ed]" position, "neither completely at one with the new setting nor fully 
disencumbered of the old" (49); whereas the metaphorical exiles, though being 
members of their nation, are "at odds with their society and therefore outsiders and 
exiles so far as privileges, power, and honors are concerned" (52-3). Thus, what is 
really opposed to the condition of exile is a sense of being at home. Said called his 
true intellectuals "the nay-sayers", "the outsiders", and pointed out, "Exile for the 
intellectual in this metaphysical sense is restlessness, movement, constantly being 
unsettled, and unsettling others" (53). Such marginality and resistance are 
prerequisites for a modern intellectual for Said, which he has further explained and 
linked with the public influences of writers in a later article "The Public Role of 
Writers and Intellectuals." 
The pictures captured in Dubliners are both from the centre of the nation and 
from the outside. And the author is both identifying with the characters and 
criticizing them as the living dead at the same time. In addition, he voluntarily 
excludes himself from any groups of people or concepts. Therefore, Joyce falls 
into the category of being both actual and spiritual exile, and his literary creations 
display such a half-involved and half-detached attitude towards Irish society. Then 
the question is, how should we position Lu Xun's situation in this regard? 
If we put aside the phrasing of "exile" and focus instead on the condition of 
being outsiders and marginal figures, the picture becomes familiar. In Lu Xun's 
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stories, there are many defiant "loner" characters, as I've mentioned in chapter four. 
Though they show much cynicism, the presentation of these characters and their 
tragic fate reveals a sense of being out of place, which is also displayed in Lu Xun's 
prose poetry and essays. The dissidents being attacked by the mundane mob are 
among Lu Xun's favourite characters, and the writer ever since his early years in 
Japan put much of his hope upon these "nay-sayers." The "awakened" intellectual 
is a lonely warrior in the transitional age who fights against despair in dilemmas. 
He questions the superiority of the imperial powers, the backward traditions that the 
newly emerged nation tries to get rid of, and the bright future of freedom and 
modernity the national independence promises as well. And his constant challenge 
disturbs both the suppressors and the suppressed. 
Also, in spite of the fact that Lu Xun was never a formal exile, his life in 
Beijing and Shanghai as a writer and public figure was filled with antagonism and 
suppression from different groups of power. In fact, being resistant through 
ruthless criticism, satire and irony is almost a hallmark of Lu Xun, which 
unsurprisingly got him into trouble for many times. And it is this resistance and 
outsideness that he shares with the Irish writer in exile. 
Another important text on the role of writers as intellectuals is Fredric 
Jameson's essay on third-world literature. Jameson discusses "the loss of certain 
literary functions and intellectual commitments in the contemporary American 
scene" and raises examples from Africa and China, which include Lu Xun's "Diary 
of a Madman", "Medicine" and “The True Story of Ah Q." He defines the notion 
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of national allegory as the following, 
Third-world texts, even those which are seemingly private and invested 
with a properly libidinal dynamic - necessarily project a political 
dimension in the form of national allegory: the story of the private 
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individual destiny is always an allegory of the embattled situation of the 
public third-world culture and society. (320; emphasis original) 
By examining the "allegorical resonance" in "Diary", Jameson explores a model in 
which the author goes into interrogation of society as a whole. I find what Jameson 
calls the "allegorical spirit" very much similar to the indeterminacy and critical 
heterogeneity I've discussed in examples of James Joyce and Lu Xun: "the 
allegorical spirit is profoundly discontinuous, a matter of breaks and heterogeneities, 
of the multiple polysemia of the dream rather than the homogeneous representation 
of the symbol"; allegory is capable of "generat[ing] a range of distinct meanings or 
messages, simultaneously, as the allegorical tenor and vehicle change places" 
(324-5). He moves on to his experience in Cuba, arguing that in third-world 
societies, there is a political function of the cultural intellectual that is absent in 
contemporary first-world contexts. Through reading Lu Xun's "Preface to Call to 
Arms" as an example of "a deliberately depersonalized objective narration" and 
explaining the process of a "cultural revolution", Jameson asserts that in postcolonial 
situations like subalternity, "achievements and failures of third-world intellectuals, 
writers and artists must be replaced if their concrete historical meaning is to be 
grasped" (326-7). The conflicting messages in "Diary" enable the story to "open 
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up a concrete perspective on the real future", while the first-world intellectuals tend 
to "[fall] back into some general liberal and humanistic universalism" (328). But 
the depersonalization, according to Jameson's reading of the African and Latin 
American writers, is also a dilemma: 
it was not difficult to identify an adversary who spoke another language 
and wore the visible trappings of colonial occupation. When those are 
replaced by your own people, the connections to external controlling 
forces are much more difficult to represent. (332) 
Jameson's observation is helpful and pathbreaking in many aspects. Firstly, he 
borrows examples from non-western literature without overlooking the subtle 
connections between the capitalist paradigms and ideologies and their influences on 
the third-world nations through colonization in these contexts. Secondly, exploring 
the political dimension of the third-world literature, he draws our attention to two 
kinds of political reading: the allegorical representation of the nation in literature and 
the real political impacts this kind of literature brings. And perhaps more 
importantly, by placing the writer in colonial and postcolonial contexts, Jameson 
exhibits the complicated relationships between the subjective representation and the 
objective reality as well as between the individual self and the collective national 
identity. In the light of his analysis, I would argue that the narration of personal 
experience can be an allegory of the nation, yet the nation is not really the whole 
picture of the objective reality, but a subjective self at a collective level, a "collective 
consciousness" and a "shared" "imagination." The dilemmatic situations the 
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third-world writer faces are, therefore, not problems that can be solved some day in 
the future, but intrinsic contraditions in the mechanisms of nationalism and 
literature. 
Together with Said's discussions, the Jamesonean reading of third-world 
literature is helpful to explain the functions James Joyce and Lu Xun have performed 
as intelletuals and writers, and also how they outstripped most of other "national" 
writers. The political forces of their works arise not from the moral commitment 
they claimed to take, but from their allegorical representation of the social malaise 
and national struggles, and from their constant resistance and alertness. 
Furthermore, as Jameson suggests, the allegory is not a one-to-one reference system 
in which we can reduce the literary representation to definite conclusions or 
doctrines. The stories of Joyce and Lu Xun are great examples of how the 
allegories are open to multiple interpretations. And as I have discussed in previous 
chapters, they consciously allow contraditions and heterogeneity in their stories, but 
the complexity should not be taken as indiscriminative relativism. Such a structure 
of argument sheds lights on reading James Joyce and Lu Xun not simply as 
individual great writers, but as representatives of intellectuals in colonial or 
semicolonial contexts, so that the multiple critiques and prevalent ambiguity are 
partly results of the social and aesthetic dilemmas, and the writers' skepticism and 
courage prevent them from becoming spokespeople for any group of power. 
But such resistance and alertness, definitely admirable according to Said, are 
invisible in the Jamesonean reading of the so-called "third world literature." In 
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Jameson's examples, the radical African writers find it difficult to represent the 
objective when the colonial Other is replaced by the nation itself after the national 
independence (332). But in the stories of Joyce and Lu Xun, the "adversary" 
always includes the homeland and the individual self. The native country is the 
victim of imperial exploitation, but also the accomplice in colonization and the 
victimizer of its own people. The countrymen are depicted with deep sympathy, 
and many of them bear attributes of the author, but they are also the targets of 
ruthless criticism. It might even be argued that the most precious spirit in their 
writing is the critique towards the self, be it the individual self or the national self. 
They didn't have to wait for the official independence of the nation to realize the 
"crisis of representation" (332). The crisis and dilemma were always there for 
them. In fact, they were never to take the reader to some promisingly safe answers. 
But the self-criticism, skepticism, ambiguity and undecidability in their 
representation of the nation generates unique vitality that any fixed ideas or 
discourses cannot achieve. And by problematizing the distinct opposition between 
the colonized nation and the imperial power and refusing to side with either of them, 
they show the limitations of conceptual binarisms. 
3. Literature and politics 
There have been very different critical shifts in receptions of James Joyce and 
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Lu Xun. While many earlier critics read Joyce as cosmopolitan modernist, more 
and more studies have come to interpret his works politically through lights of 
poststructuralism, Marxism and feminism, and especially postcoJoniaJ criticism. 
And critics like Emer Nolan and Enda Duffy take him as a decolonizing and 
nationalist writer. Lu Xun, on the other hand, has been questioned in his status of a 
deified national hero in recent decades, and more and more critics are cautious of 
over-politicizing his literature. He once famously commented on the relations 
between literature and politics, 
I have always felt that literature and politics are often in mutual 
conflict ... The purpose of politics is to maintain the status quo, and 
naturally it points to a different direction from literature, which is not 
satisfied with the status quo ... Politics seeks to maintain the status quo in 
order to consolidate it, whereas literature prompts society toward progress 
and gradually detaches it [from politics].27 
It is needed to point out that the word "politics" in this context is more likely 
referring to what realpoUtiks usually means. So the opposite of literature is not 
political structures and thinking in general, but the political actions and movements 
in reality, which include the failed revolutions Joyce and Lu Xun depict in their 
stories. This definition of the "divergent paths between literature and politics," I'd 
like to argue, reflects exactly how political the literary text can be: both the purpose 
and the result he suggests here are highly political. It is also a perfect note to the 
27 Here I quote from Leo Lee's translation in Voices from the Iron House, pp. 135. The original text is from "On 
the Divergent Paths between Literature and Politics" {Wenyi yu zhengzhi de qitu). Addenda Collection (Jiwaiji), 
Complete Works ofLu Xun (Lu Xun quanji), vol. 7, Beijing: Renmin wenxue chubanshe, 1981. pp. 113-4. 
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writings of James Joyce and Lu Xun. Their literature challenges the "status quo" 
both in material and conceptual senses. In their narration of the nation, crucial 
binarisms are problematized, such as the native and the foreign, the colony and the 
colonizer as well as the traditional and the modern. Their harsh observations and 
critiques have made political influences on their homeland and countrymen. And 
the ambiguity and complexity of their perspectives offer an influential gesture that 
always goes against the "status quo". 
In the meantime, however, it is still a gesture, which is very different from a 
brutal blood-shedding activity. Reading the stories politically would be an 
informative and inspiring supplement to the political discussions on imperialism and 
nationalism. And what Joyce and Lu Xun attempted to present in the form of 
fiction exhibits a critical consciousness and openness that might be missing in 
rational argumentation of political science. But going further to take the political 
functions and social commitments as the mere content of their literature would be 
belittling literature as a means and an instrument for ends other than artistic creation. 
While recognizing the power of these two writers with help of political strategies, I 
hope that my reading of their narrating the nation has done justice to their artistic 
integrity, and that literature can be taken not as the opposite of politics, but another 
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